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TES) The art of printmaking—spawned of black-and-white printing —fea- 
from six centuries of European- tures which in the best and most 

For ewor d American traditions—is flourishing _ brilliant impressions were acknowl- 
in America. Printmaking is a vig- edged as visually handsome and aes- 
orous artistic enterprise in which thetically gratifying but relished, for 
creative compositions of artist- the most part, by print collectors, 

printmakers are converted, through —_ curators, and dealers who had a 
the processes of printing, into multi- cultivated appreciation of the deli- 

ple impressions, each accepted as an cious subtleties of the art. 
original work of art. In recent years, During the nineteenth century, 

contemporary American prints— the United States had an abundant 
with their evocative content, elabo- production of another kind of print 

rate illusions, and bold chromatic —the facsimiles made by artisans 

array—have stimulated more public _ hired, directly or indirectly, by print- 

interest and critical notice than ing establishments and publishing 
sculpture while often rivaling paint- _ houses. Those prints, with their 

ing in conceptual originality, tech- commercial purposes, were used as 

nical innovation, and lushness of illustrations. The artisans, using 

visual and tactile display. The semi- _ wood-engraving, metal-engraving, 

nal character of contemporary print- _and lithography, replicated the 

making has lured an astonishing works of European and American 
number of artists into the practice of _ master-painters and the hundreds of L 

the art, whetted the acquisitive ap- thousands of original drawings and 

petites of private collectors and mu- __ paintings by American illustrators 
seum curators, and provided the and commercial artists. Although 

incentives for a host of proprietary the commonplace facsimile prints of 
workshops of master-printers and commerce were often inept in crafts- 
countless contracts for the printing — manship, exceptional replications by 
of limited editions, which are then highly skilled artisans translated su- 

published by dealers or other en- perbly the tones and textures found 
trepreneurs of the marketplace. in the original masterpieces or the 

The current prominence of Ameri- _ linear succinctness in drawings by 
can prints, in the frequency of their the best illustrators of American life 

creation, exhibition, and exchange and topical events. The facsimiles 

in commerce, reflects the emergence _ were graphic accompaniments and, 

of printmaking from the consign- when well printed, enrichments to 

ments of the past as a lesser art. advertisements, books, and arti- 

Prints had been a province of the cles in newspapers and magazines. 

arts in which the works of talented, | Others were assembled in elegant 

but scarcely known, career print- pictorial albums or published as 

makers were supplemented by the single-sheet “works of art.” Many of 

scatter of fine prints created by dis- _ the old facsimile prints command 

tinguished painters, whose print- our admiration as relics of virtuoso 

making was often viewed as graphic _ craftsmanship, as documentations of 

digressions incidental to their major _ historical events and architectural 
artistic accomplishments. The rich and geographical landmarks, or as 
diversity of contemporary prints in descriptions of an earlier Americana. 

style, content, scale, chromatics, ma- Meanwhile, in contrast to the pre- 

terials, and processes has erased ponderant tradition of facsimile 

other assumptions of the past. Print- _ printmaking, the creation of original 
making had been considered an art prints as fine art occurred haphaz- 
of small works, of strictly graphic ardly before the last quarter of the 
transcriptions and expressions, and nineteenth century, typified by the 

of a finesse in execution consonant occasional landscape lithographs of 
with traditional media and nuances _ excellent painters, such as Thomas
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4 
Cole and Thomas Moran, or the The mounting values now placed _ and ventures, were explicit about A 
etchings of George Loring Brown. _on prints which were created inthe __ their quest for an art of quality that 
Then, with surprising suddenness in _ late nineteenth century and later, would rival the printmaking of Eu- 
the 1870s and 1880s, an urge to the thriving state of contemporary rope. Because the mission was a 

create prints as an art of artists be- printmaking, and the lavish features __ fresh beginning, the following story 
came irresistible to a notable num- —_ of modern prints that are induce- starts with the events of a hundred 
ber of Americans. They made en- ments to current collectors have all years ago. It ends, after a century of 

thusiastic commitments to the deepened the interests and com- creative printmaking had passed, 
arts of original etching and wood- pounded the queries about Ameri- with the often-dazzling displays of 
engraving and, with equal fervor, can prints, their creators, and the the 1970s. For such a chronicle to 
sought to join the mainstream of historical evolvement of printmak- be informative about prints, person- 
printmaking as it was exemplified by ing in the United States. An ample _alities, and events at the same time 
the fine art of European peintre- response to those interests, and an- _ that it recounts the continuity of de- 
graveur. The exuberance with which — swers to many questions they evoke, _ velopments during ten decades, it 
the artists created prints and or- must await new art-historical chron- _ must be selective in its telling. This 
ganized professional etching and icles—each, in its own way, telling story, therefore, includes historical 

wood-engraving societies, coupled the story of a century filled with ar- _ references, data, quotations, and an- 

with the staunch support of their tistic ventures and concurrent events _ ecdotes that are germane to a tale of 
ventures by American dealers, pub- _ that influenced the course and char- prints and printmakers, of individu- 

lishers, and critics, generated high acter of printmaking in this country. als who played supportive roles as 

expectations for printmaking as a The tracing of the story has so far. dealers, publishers, curators, collec- 
fine art in this country. “Original” received scant attention from Ameri- tors, and critics, of art institutions, 

was the symbolic word which af- can art historians, who have left the clubs, and printmaking workshops, 

firmed that a print was not the work studies and writings about print- of crucial events and influencing in- 
of a craftsman who was an artisan making to a small circle of print cu- _ novations—and most important— 
only but was a composition created _rators, dealers, and younger scholars _ of the ways in which they affected 
by an artist who also was a print- whose research and insights have the emergence and subsequent 
maker. The designation “original” been published in essays in print ex- changes in the art during a century 
was intentional and frequent in ex- _ hibition catalogues, articles for mu- _ of American printmaking from 

hibition catalogues, critical reviews,  seum bulletins and professional 1880 to 1980. 

the sales lists of print dealers, and journals, or in monographs, cata- 

the published portfolios of prints logues raisonnés, and doctoral disser- 
created by artist-etchers and wood- _ tations devoted to works created by 
engravers. Moreover, some of the a few artist-printmakers. 

artists made the point as apparent as During the late decades of the 
possible by inscribing “original” or —_ nineteenth century, America became 
“inv[enit]” within their composi- the beneficiary of the first concerted 
tions when they etched the plates or and sustained effort of artists and 
cut the blocks. sponsors who, in both statements
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a EE Peintre-graveur and the rounding countryside, dedicated his 
American artist-etchers career to the art of printmaking. 

From 1830 onward, Jacque created 

The fine art of printmaking flour- a succession of appealing genre and 
ished in Europe from the fifteenth landscape prints (fig. 1.1) that made 
century forward. In the late nine- him a leader of the revival whose 
teenth century the artistic tradition etchings were ardently sought by 
was adopted wholeheartedly by a American print collectors for their 
cluster of American artists who portfolios. The painter Charles- 
enthusiastically embraced the art of — Frangois Daubigny also was attracted 
etching. They were supported in to the medium (fig. 1.2) and, by the 
their creative efforts by American 1850s, had created splendidly etched 
print dealers and collectors who visions of nature, calm and benign, 

were already indulging their tastes in landscapes with genre figures. 
for prints by European masters. Another French master, whose 

The American artists who became _ paintings and prints were to be pur- 
printmakers during those decades chased eagerly by Americans, also 
were aware of the renewal of the art —_ made his contributions to the trend. 

oe eee of etching in Europe and also mind- —_Jean-Frangois Millet etched a score 
° ful of the ease with which etching of peasant and landscape subjects 

Entering the allowed visions of landscape and (fig. 1.3) which, in their simple, 
M. ° stre Oo f cityscape to be transcribed, and then earthy conceptions and heavy fig- 

ain am. converted, into handsome prints. ures, were counterparts of his cele- 

Printmakin: Moreover, their printmaking ven- brated paintings. i i 

$ tures were encouraged by the pros- As the interest in etching spread 
pect that they might qualify as among artists and an appreciation 
fellow participants in a nineteenth- of the creations of one or another 
century revival of etching within painter-etcher mounted, younger 

the European tradition of peintre- French, and then English, masters 

graveur (the artist as printmaker). made their appearance. The prints 

The renewal of interest in etching of Maxime Lalanne (fig. 1.4) and 
had been initiated and sustained Charles Meryon (fig. 1.5), with 

from the middle years of the century _ their striking images and evocative 
to its end by French artists who views of Paris and other great cities, 

were fine etchers. In France, and set standards of excellence by which 
then England, splendid prints cre- later generations of British and 

ated in the medium became hon- American etchers were to judge 
ored, and as American artists devel- _ the qualities of their architectural 

oped their skills in etching, and vignettes and urban panoramas. 
sought to join the mainstream of the Along with the influential prints of 
movement, they were exhilarated by the French, the superb cityscapes 

the thought of sharing in the artistic and landscapes by James A. M. 

adventure. Whistler, the expatriate American in 

The revival of the art of etching in England, and by Dr. Francis Sey- 
France had received its early impetus _mour Haden were to provide inspi- 
from several of the artists whose ration for young American etchers. 
genre and landscape paintings are Certainly the approbation in Europe 

now known as the art of the “Barbi- _ of an art of prints by artists and the 
zon School.” Théodore Rousseau, attractions of etching with which 

who was one of the first to discover _ personalized styles were autographi- 
the charming environment around cally transcribed when drawing with 
Barbizon, created a few fine etch- the needle encouraged American 
ings. But more important, Charles- artist-etchers to emulate French and 

Emile Jacque, who etched numerous — English models. 

images of peasant life in the sur- By the late 1870s and early 1880s,
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the shared interests of the American =~ 3 q : ag Ty wR. m BO A 

printmakers led them to organize 4) Aah 4 Ca ie ei > s it {4 
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publishing and selling fine prints, il i { be ny nea 
among them Maxime Lalanne’s Ce ————— aap. be 
Démolitions pour le percement de la Be SS - E 
rue des Ecoles (fig. 1.4). Cadart, who ee a ee = | 

z envisioned similar societies in other EE —————— 
| countries, arrived in New York in 

1866 with a cargo of French paint- until 1885 when Sylvester Rosa 1.6 

ings, prints, and etching supplies. It Koehler of Boston, the energetic ad- Adolphe Martial 

may never be known how many vocate of fine prints, published ad- Sige de la Société des Aquafortistes 
prints published by the Société were vice to American printmakers—who Etching (1864/1865) 97% x 14% 

| sold by Cadart to American collec- were having difficulties in acquiring — ©?™""¢sy of Christie’, New York. 

tors. One probable purchase, how- good etching presses—that they ————————— 

ever, was Adolphe Martial’s Siége de might import the fine presses fur- 
la Société des Aquafortistes (fig. 1.6), nished by Cadart’s widow, at 56 the Philadelphia Society of Etchers 
a view of the headquarters in Paris. Boulevard Haussman in Paris.* and the Boston Etching Club in 

This etching later received the dealer’s Conditions had changed by the 1880. The Brooklyn Etching Club, 

stamp of Edward G. Kennedy and, late 1870s and the founding of etch- founded in 1881, was of a different 
in 1904, was presented to the Gro- ing associations began in earnest. In kind since it published etchings for 

lier Club by William F. Havemeyer. 1877, during a meeting at the stu- its collector-members and sold lim- 

During his brief stay, Cadart pro- dio of James D. Smillie, the New ited editions of the prints it spon- 
moted a “French Etching Club” in York Etching Club was launched.* sored. The following year, how- 

order to introduce the practice of Smillie, one of two principal or- ever, the Brooklyn Scratchers Club 

the medium, and probably also to ganizers, became a printmaker of was organized for professional art- 

sell his supplies. That must have regional landscapes from Eastern ists only.* 

| been the attraction for John M. Pennsylvania and the Hudson River Meanwhile, American print- 

Falconer and J. Foxcroft Cole to at- ‘Valley to Marble Head Neck and Old makers had ample opportunity to 

tend and accept the advice of Ca- Cedars —Coast of Maine (fig. 1.7). view works by English and French 

| dart, an entrepreneur who was him- Other artists, in the early comple- etchers in the galleries of New York 

| self an etcher of modest talent." ment of over twenty etchers in the print dealers and the holdings of 

Among his several promotions, Ca- _club, included J. C. Nicoll, Henry private collectors who had been ac- 

dart sought to encourage the estab- Farrer, R. Swain Gifford, and Sam- —_ quiring prints by Whistler, Haden, 
lishment of etching clubs in New uel Colman. Colman succinctly Millet, Meryon, Jacque, and La- 

York, Boston, and Philadelphia stated justification for joining, lanne. Whistler and Haden were bit- 

which would lead to “une vaste So- “When the New York Etching Club ter rivals in etching and personally 
ciété d’Aquafortiste sur le territoire was founded, in 1877, and its mem- incompatible as well, although they 

fédéral,” linked in an artistic con- bers came into possession of presses were stepbrothers-in-law. Both art- 

fraternity with the French.” of their own, I took it up [etching] ists would have direct influence on 

The emergence of etching clubs in with new zest.”* American etchers through events of 
America occurred eleven years later, In rapid succession etching clubs _ the early 1880s.” 
but not under the auspices of Ca- were established in other cities: the Haden was a leader in the Provi- 
dart. The name did not appear again Etchers Club in Cincinnati in 1879; _ sional Council that founded the So- 

i) 

|
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ciety of Painter-Etchers (London) in  damenta della Zattere (fig. 1.8) was __ fairly taken aback by the quality of the 
1880.* In anticipation of the soci- designated a “diploma” print, the works, no less than by the promptitude 
ety’s first exhibition in 1881, artist- requisite for election as a Fellow in and spirit with which our invitation has 

etchers of several countries were in- the Society. been responded to by ae brothers on 

vited to submit works to the jury. In At the same time, three etchings YOU" side of the water. 

response, a substantial number of by Duveneck, including The Riva Furthermore, an encouraging 

American etchers accepted the chal- degli Schiavoni (fig. 1.9), were sub- number of Americans were elected 

lenge to test their talents in an inter- _ mitted to the exhibition, unbe- Fellows in the Society. In 1881, 
national competition. knownst to the artist. The prints Otto Bacher, Albert Bellows, F. S. 

Concurrently, a few Americans, were attributed, mistakenly, to Church, Frank Duveneck, John M. 

nicknamed “Duveneck’s Boys” be- Whistler by the jurors Haden and Falconer, Henry Farrer, Swain 
cause their mentor was the Ameri- Alfonse Legros who had unfounded Gifford, James D. Smillie, Stephen 

can painter Frank Duveneck, were in suspicions that the monograms on Parrish, Thomas Moran, and Mary 

Venice creating prints of the pictur- the etchings [ D ] and the un- Nimmo Moran received their “di- 
esque canals, quays, and architec- known name, Duveneck, was an- plomas” and, in 1882, Joseph Pen- 

ture.’ They received encouragement other trick perpetrated by Whistler __ nell, Charles A. Platt, and Kruseman 
from Whistler who was etching the who was well known for his eccen- van Elten became Fellows when 
city and lagoons on commission tric and often outrageous behavior.'' they were among the Americans 
from the Fine Art Society (Lon- When the exhibition was assem- _ who displayed prints in the second 
don). When the exhibition of the bled at the Hanover Gallery, Haden exhibition of the Painter-Etchers at 
Society of Painter-Etchers was an- wrote to the New York art auc- the rooms of the Fine Art Society.' 
nounced, Whistler wrote an admon- _tioneer, collector, and benefactor, During the exhibition of 1881, 
ishment to one of the “boys,” Otto Samuel Putnam Avery, Mary Nimmo Moran—for years the 
Bacher. “Don’t dream of it, my dear * bs only woman member of the New 

Bacher!—The Society of Painter- 28 Se ee aya York Etching Club—received a 
: ei March 30 me cx 8 . ~ 

Etchers is already ridiculous and Ts Rie dea creme lio ner vain diploma” for A Goose Pond (fig. 
intend that it shall die the death of fois geciitetts aslo vou to Radlsome 1.10) and was elected a Fellow in 
the absurd. So just ‘wait a bit’—and means of conveying fone American the Society.’* A Scot by birth, she 

send nothing to this Seymour etchers our sense of the excellence and evoked the varied humors of her 
Haden game. . . .”"” However, number of their contributions to the ex- adopted land by the scudding clouds 
Bacher had already submitted seven- _ hibition (now all hung) of the painter- behind the windmill of A Goose Pond 
teen prints to the jury and his Fon- etchers. We have, I assure you, been or by lending a Burnsian sensibil-
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ity to place and time in ’Tween the forty of his prints, including the Haden arrived in New York City 

Gloamin’ and the Mirk, When the Kye Agamemnon, were featured in the aboard the Germania on 4 Novem- 

Come? Hame (fig. 1.11). Both prints landmark exhibition of etchings or- ber 1882 and, shortly thereafter, 

were created near the Morans’ stu- ganized by the Museum of Fine was honored with a reception and 
dio and seasonal home at East Arts, Boston, and in the following dinner at the Lotos Club where re- 

Hampton, Long Island.'* year American readers were in- marks in praise of the Englishman 

Other events were to link Haden formed of Haden’s achievements by _ were presented by Whitelaw Reid, 
and Whistler with the American Scribner’s Monthly in a lengthy article _ president of the club, distinguished 

artist-etchers and with dealers, col- by the noted English editor, author, journalist, and future ambassador to 

lectors, critics, and the public in the critic, and sometime etcher, Philip the Court of Saint James. Among 
United States. Haden received in- Gilbert Hamerton, illustrated by the special guests were the promis- 
vitations to visit this country in Kilgaren Castle (fig. 1.13) and other ing American etchers Kruseman van 
1882-1883 and a touring exhibi- Haden etchings from the collection Elten, Mary Nimmo Moran, and 

tion of Whistler’s etchings was pre- of Samuel Putnam Avery of New her husband Thomas Moran. The 
sented in three major cities during York.'° three listened to Haden’s reply 
1883-1884. In reporting the anticipated ar- which extolled the tradition of 

Haden’s reputation had preceded _ rival of Haden, the American corre- _peintre-graveur and, during the eve- 

his visit. At the United States Inter-  spondent for the Magazine of Art ning, had the pleasure of viewing 

national Exhibition of 1876, as- (London) used the occasion to com- _ over fifty of his etchings. The prints 

sembled in the centennial year of the mend the works of the American had been lent for display in one of 

American Declaration of Indepen- artist-etchers. “The expected visit of the club’s parlors by Frederick Kep- 

dence, he displayed two etchings. Mr. Seymour Haden to the United pel, the New York dealer and indi- 

One was the Breaking Up of the States, and his lectures on etching, vidual most responsible for Haden’s 

Agamemnon (fig. 1.12), which de- will doubtless have the effect of at- visit to the United States.'* Haden’s 3 

picted the old wooden man-of-war tracting renewed attention to the lecture tour took him to New York, 

in its last berth at Deptford with the subject. The progress which has Boston, Philadelphia, Cincinnati, 

sun declining toward the Thames been made in etching on this side of | Chicago, and Detroit. In December, 

River horizon near Sir Christopher __ the Atlantic is such as to justify the when the fledgling Philadelphia 

Wren’s twin domes of the Royal belief that the American etchers will Society of Etchers presented its first 

Naval College at Greenwich. It was _ take a highly creditable position exhibition, at the Pennsylvania 

one of Haden’s larger and most sen- _ among the practitioners of the Academy of the Fine Arts, he was 

timental etchings. In 1879, over atta the guest at a reception arranged by
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the young etcher Joseph Pennell.'” there is a universal call for quinine.” _ working “directly from nature,” was 
At Chickering Hall in New York, on Later, the exhibition was presented _cited explicitly as an assurance to the 
5 and 8 February 1883, Haden pre- _ at the Noyes & Blakeslee Gallery in _ beholder, and collector, of the art- 
sented his discourses and demon- Boston and again, with similar set- ist’s personal conception and exe- 
strations with slides and stereopti- tings, at the Pennsylvania Academy _cution of the plate when original 
con. The principles and practice of of the Fine Arts where it closed on impressions of The Path to the Shore 
etching were his lecture themes, but 3 May 1884.”* (fig. 1.15) by R. Swain Gifford and 
he also urged his audiences to rec- The Arrangement in White and landscape etchings by Peter Moran, 
ognize the role of etching as a fine Yellow was the first flamboyant Kruseman van Elten, and Samuel 
art.” During Haden’s stay in this demonstration of Whistleresque Colman were bound among the 
country, Frederick Keppel arranged showmanship for Americans. It was _ pages of the American Art Review. 
for another exhibition of the En- nearly a repeat performance of his In the late nineteenth century, 
glishman’s prints, this time at the exhibition, installed with yellow sponsors published, exhibited, and 
dealer’s New York gallery, and the draperies, at the rooms of the Fine collected American prints enthusi- 
distinguished visitor also joined Art Society (London) the preceding _astically. Sylvester Rosa Koehler was 
the members of the New York Etch- _year. In London, however, the pre- _ such a sponsor; he was tireless in his 
ing Club ina display of works at the view was attended by selected guests _ support of the printmakers.”” In 
prestigious Union League Club.” and royalty, and the calculated ef- 1879 Koehler initiated the American 

On the other hand, Whistler’s art, _ fects exploited more whimsically. Art Review, a periodical that pre- 
which had evoked controversies in Whistler was on hand, dressed in sented articles on historical and con- 
England, was also controversial in yellow sox that showed above his temporary fine arts of all kinds. 
America. When an exhibition of his boot tops; he presented to the ladies Koehler demonstrated his commit- 
prints was shown in the United yellow and white butterflies, coun- ment to American printmaking dur- 
States during 1883-1884, New terparts of his famous monogram.” _ ing the brief two-year span of the 
York newspaper and periodical crit- Etching (and the variant, dry- Review’s life by writing an unusual 
ics took pains to doubt or affirm the _ point), with its facile accommoda- number of biographical and criti- 
merits of his etchings. The exhibi- tion to autographic draftsmanship cal essays on the leading etchers. 
tion was first presented at the gallery _ and spontaneity of effects, was the Furthermore, he had one or more 
of H. Wunderlich & Company, favored intaglio medium of cele- original etchings (fig. 1.16) bound 
New York. White and yellow drap- _ brated European printmakers during _ into each issue, providing subscrib- 
eries were installed to comply with the period. It also became the pre- ers with a commendable collec- 

the title of the exhibition, Arrange- _ ferred process by which the Ameri- _ tion of works by American artist- 
ment in White and Yellow. Nocturne cans set forth to achieve a print- printmakers. 
in Black and Gold: Falling Rocket, a making art of artists. An attractive Upon the demise of the American 
then-controversial painting, was feature of etching was that artists Art Review in 1881, the New York 
flanked by yellow vases, and fifty- could create images on the plates Tribune lamented its passing, then 
one etchings and drypoints were without any unwanted interces- stated that “[Koehler] . . . was en- 
displayed, unorthodoxly, in white sions of the alien hands of artisans thusiastically interested in the art 
frames. Among the prints was The working in the engraving and litho- _ of etching, and did all that lay in 
Traghetto (fig. 1.14), which Bacher graphic trades. Moreover, the print- his power to develop it and aid its 
and Whistler judged to be one of ing of an etching required less tech-.__ growth in this country by giving 
the latter’s finest Venetian etchings.” nical knowledge and training than commissions to artists to make etch- 
The entrance to Wunderlich’s gal- lithography and some of the Ameri- _ ings for his Review.”* Koehler’s pur- 
lery was attended by “a boy in white can printmakers—James D. Smillie, _ pose in publishing the series of es- 
and yellow livery,” even to his Stephen Parrish, Thomas Moran, says and original etchings in the 
gloves, who “peddled slim cata- and Joseph Pennell—were compli- Review was revealed clearly when he 
logues at thirty-five cents each” that — mented for their skill with the etch- — wrote ofan American artist“. . . that 
listed the prints but were devoted ing press and the excellent impres- his name should be included in 
mainly to Whistler’s sharp ripostes sions pulled from the copper or zinc the Peintre-Graveur Américain, for 

to art critics. The exhibition stirred _plates.”* And, finally, there was the which I am trying to lay the founda- 
mixed reactions and one critic, with convenience that the image could be _ tion in [the series] The Works of the 
a gratuitous allusion to the “malar- created on the plate either in the American Etchers. . . .”” 
ial” yellow of the gallery decor, studio or during an etching excur- In 1880 Koehler undertook the 

wrote that “upon entering the em- sion into the countryside or city. translation of Maxime Lalanne’s fa- 
porium of H. Wunderlich & Co. An etching excursion, described as mous Traité de la graveur a Pean-
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1.14 forte. When it was finally published _ carried original impressions by ; 
James A. M. Whistler in 1885 under the title A Tveatise on twenty etchers whose names by then 
The Traghetto Etching, it became the most compre- _ were becoming familiar.*! Koehler’s 
Etching (1880) 9412 _ i hensive technical manual readily ob- Etching, published in 1885, was 
Shown in the touring exhibition of Whi tainable by American etchers.%° The _ oversized and equally imposing. A 
iler’s Sona 1883 -1884, at the galleries termination of the American Art Re- historical and technical treatise, it 
ee eae view, presumably for financial rea- was enriched by a number of origi- 

York), Noyes and Blakeslee (Boston), and at a a , : 
; i sons, did not deter him when, in nal etchings—one of them A Fallow 

the Pennsylvania Academy of Fine Arts Saat : oe 
(Philadelphia). 1882 and 1884, he compiled the Field by Smillie (fig. 1.17)—with 
Boston Public Library Print Department. two volumes of the first United the impressions printed by Kimmel 

States Art Directory and Year-Book and Voight of New York before 
which included reports on numer- being bound amidst the letterpress 
ous print exhibitions, awards, clubs, _ pages of the text. 
and publications. Koehler was inde- In 1887, the year Koehler was ap- 
fatigable, and in 1883 wrote the in- _ pointed the first curator of prints at 
troduction and commentaries for the Museum of Fine Arts, Boston, 

Original Etchings by American Art- he assembled the Exhibition of the 
ists, published by Cassal & Com- Work of the Women Etchers of 
pany of New York. The large folio America. The display was presented
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enssuii 15: 

wees Po R. Swain Gifford 

eee ar Gigi. The Path to the Shore (near New 

che 57 ee Bedford, Massachusetts) 

AY gio pret Set Etching (1879) 4% 77 
ANG NVR ON ee i a ae 

Sa eas ere Chee etching was commissioned by S. R. 
S : : oe Be Bags oe —— ti Son Koehler and original impressions were pub- 

SS SS : ay EM feed as , _ lished in the American Art Review 

Re Se a ae eS =e Mii (1879). Shown in the Exhibition of Ameri- 
LO Be Se Ses See SS pkey 7 Etchings, organized by the Museum of 

AS ee eS ak Fine Arts (Boston, 1881). 
VAAN Wee een Wee i a ie as WG Kohler Art Library, University of 

Ss VAN ke S—  S =A SEER! Wisconsin-Madison. 

SSS Sr ee Be AW, 
et ee I NV 

x : 1.16 

eee a= Thomas Moran 
: i The Passaic Meadows 

Fs dias cee Etching (ca. 1879) 5% x 842 

: Me ag re Original impressions of the etching were 

“Hy Rye heen a few es, E bound among the pages of S. R. Koehler’s 

Salle Saas 8 Fs eal eee =. =~ ~~-~_-—_ American Art Review (1879). 
ee a Bs Fae i oe Oe Zoge fe. _ Kohler Art Library, University of 

eee 5, Hear ae 3 re fy ea | Wisconsin-Madison. 

Le 1, Maden EE. 
sx A Wien 

: wes ee. : ene Es ON era gee ¢ My Wy 

EN x ers Sin Sige! VERA oe Ra 
TSIM nas oe ee ri A OPES 

Cone OR 8 j a : peach: g. 1 ‘ “site ae fi 

ee Pe Pita 
3S ud ae aa 4 eet? aa a * 

1.17 

Bes James D. Smillie 

BA Wepre A Fallow Field (Montrose, Susquehanna 
: eae ae, i ‘a County, Pennsylvania) 

ar . ee . x Etching (1883) 6 x 11% 
~ Bg in |) aie SON ne BE SAE Shown in the exhibition of the New York 

=a aaa cee Ss oe a a ‘ NW i “te <) Etching Club at the National Academy of 
ee ae SS ; oa scan We ofall pes Design (1884). Original impressions were 

= aa“ Re published in S. R. Koehler’ Exching 
— eS RT Se? = (1885). 
°} Vig ss = SG an ey ieee eee) © Kobler Art Library, University of 
we Se a a Se ae. Wisconsin-Madison. 
ee, Soe SK ce RS TS ee Sate 

mo ee ee ee 
fata bc at rn ae a “
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\, tivities that promoted etching on 
2 these shores. Nonetheless, her prints 
LF © were imported for collecting and ex- 

if ys Os hibiting. Girl with Parrot (fig. 1.18) 
{ ie” was displayed by the New York 
4 } Etching Club in 1893 although Cas- 

Y Le A s satt was neither a resident nor non- 
4 q yo ae 4 7 resident member. Then as now, she | 

i 4 * », was claimed as an American by the 
A al) A, critics, with the New York Tribune, 

Ay AS in a review of the Exhibition of the j 
Aes ‘ yee \ Work of the Women Etchers of } 

LOR REAS SS. ge % \ America, praising the “. . . feeling | 
fe a A, Ba AG PS : for the value of color as well as line | 

SS \ ‘\ N a At we We \ in the work of Miss Cassatt.” * | 
Bee | \ | ‘hy ‘tLe . The idea of publishing original | 

é \ \ N PS : N } \\\ \ ‘ : YY , “ ~) \ prints, that Koehler had Ber con- | 
\\ SN Pai r m 4 SN . scientiously, was acted upon by vari- ! 

is %, ‘ iy wy ~ ) YY 4 s i \\WR aes S\ Ww ous companies and clubs. In. 1882, | 
\ WER eS RRS SG " aN the Art Interchange Publishing i 
\W BOR CO) : ee a ye a) Company of New York initiated i 

* ATR, if PS se 9 Ye i semimonthly portfolios, American Ps 
We ma | bs con a Etchings, edited by the critic Ernest 

\ ql" er ‘ Raa Knaufft.** Not to be outdone by 
/ ‘\ A 8 Boston and New York publishers, 
oe * aS Richter & Company of Philadelphia 

| RK \ completed a similar venture, Selected 
| : Etchings of American Artists, with ' 

, » twelve original plates (1884). A re- 
| . } viewer for the New York Tribune 

| commended the etchings by assert- 
i ing that “. . . the skill of American 

painter-etchers is considerable, and 

compares favorably with that of the 
= same class of etchers anywhere.” *° 

Print clubs also published origi- 
% . _hals; the Brooklyn Etching Club 

was organized for that purpose. The 
New York Etching Club offered 

1.18 a second time at the Union League documentary and artistic printings. 
Mary Cassatt Club of New York in the following During the years 1882-1893, in 
Girl with Parrot year. The exhibition included sev- conjunction with the annual exhibi- 
Drypoint (1891) 6% x 41%i6 eral dozen prints by Mary Nimmo tions at the National Academy of 
Shown in the exhibition of the New York Moran and Mary Cassatt. A Goose Design, the club published illus- 
Etching Club at the National Academy of Pond (fig. 1.10) and "Tween the trated catalogues. They were elabo- 
Design (1893). Gloamin’ and the Mirk . . . (fig. rate, informative, and of more than 
Art Institute of Cincago. 1.11) were among those on view, transient intent as was made clear by 

while another of Mrs. Moran’s origi- a statement that “the object of this 
nal landscape etchings served as the _catalogue is to furnish a permanent 
frontispiece for each copy of the record rather than merely a guide 

catalogue. to the exhibition.” Each catalogue 
Mary Cassatt, although an Ameri- _ listed the exhibitors and etchings, 

can by birth, was an expatriate artist __ the officers of the club, the hanging 
in Paris and therefore did not par- committee, and the twenty-five to 
ticipate personally in clubs or the ac- _ thirty resident and nonresident
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: Me 
members, including their addresses.  quaintance of Charles-Emile Jacque, 1.19 fa 
Each catalogue published original Whistler, Haden, and Pennell. When Thomas Moran ‘ i 

impressions of eight of the composi- Haden ended his printmaking career The Pass of Glencoe EB 
tions on display, some reduced toa _he handed his etching needle to Etching (1882) 3% x 6 ae te 
smaller plate by the hand of the art- _ Keppel with a symbolic gesture and Published in the catalogue of the exhibition is 

ist. A splendid example in the cata- proclaimed, “I shall etch no more.” ** of the New York Etching Club at the Na- & 
; i 2 tional Academy of Design (1883). | 

logue of 1883 was Thomas Moran’s _ Keppel was the purchaser of the % pA i 
; : - ‘ 5 Kohler Art Library, University of a 

The Pass of Glencoe (fig. 1.19) in Ar- plates of Whistler’s Thames set, Witpaeaianon 
gyllshire—memorable as the site after the Fine Art Society (London) i 
of a treacherous massacre of Mac- printed the edition of 1879, and had ss 

donalds in 1692—an etching with final impressions pulled before can- He 
dynamic reordering of landscape celing the plates.*” In 1887, his gal- iB 
forms and expressive linearisms. The _ lery exhibited the etchings of Jean- ' 4 
print undoubtedly was one of the Frangois Millet that Keppel had a 
compositions created when he and acquired on one or another of his = 
his wife, Mary Nimmo Moran, vis- _ frequent trips to Europe.** And it ie 
ited their lands of birth, England was to Keppel that Jacque revealed, Be 

and Scotland, and the regions of shortly before the death of the fa- Hell 
Wales and Cornwall as well. mous French printmaker in 1894, ie 

Those were stimulating years for _ that the greatest collection of his es 
the artist-etchers, but they were not _ etchings on either continent was a 

alone in their enthusiastic efforts. held by Samuel Putnam Avery, the ae 
Print dealers and collectors also New York collector and auctioneer.” ies 

were very active. Frederick Keppel Keppel also was interested in the i a 

of New York, art dealer, lecturer, printmakers of the United States | a 

and writer, was enterprising in innu- and, from time to time, published i 

merable personal and professional the works of American etchers. be 
initiatives. He cultivated the ac- The same kinds of publishing ven- aa 

ey 
~~
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tures occurred under the auspices of _ tute of Chicago (1909) where they _ tion of editions; every proof being 
H. Wunderlich & Company and the _ remain as the Mansfield Collec- guaranteed by the stamp of the So- 
gallery of Christian Klackner & tion.” Dr. Frederick James pur- ciety.” *® That is, the improvement of 
Company. Some dealers, including chased many of the impressions that _ artistic quality, an exclusive number 
M. Knoedler & Company, Radtke, Seymour Haden had brought with of original impressions pulled from 
Lauckner & Company, and Fishel, him when he visited the United the plates, and assurance given to } 
Adler, and Schwartz, arranged for States in 1882. Subsequent acces- collectors of the authenticity of 
copyright protection by depositing _ sions made James’s the finest collec- _ prints. Both the society and Keppel 
impressions with the Library of tion of Haden’s etchings, drypoints, approved the practice of limiting the 
Congress. and mezzotints in America. Then, in _ size of editions, and the dealer sug- 

The collecting of prints from vari- 1891, three years before James was _ gested the destruction of the origi- 
ous countries and periods became a _ elected President of the Buffalo Fine __ nal plates: “. . . we assure very lim- 
serious interest of Americans by the — Arts Academy—now the Albright- ited editions of [prints published 
second half of the 1800s. Francis C. | Knox Art Gallery—he donated 217 _ exclusively by us], and in many cases 
Gray left 4,000 prints to Harvard trial proofs and various states to the __ we take the further precaution of de- ’ 
in 1857. Koehler, a collector in ad- _ institution.‘ James L. Claghorn was __ stroying the copper plates so as to 
dition to his other activities, ar- a prominent merchant, banker, and _ prevent the possibility of subsequent 
ranged in 1897 for the purchase by _ civic leader in Philadelphia who laid _ printing from them, thus insuring 
Boston’s Museum of Fine Arts of the cornerstone for the present build- _ the rarity and permanent value of 
23,000 impressions that had been ing of the Pennsylvania Academy of __ the original editions.” *° The destroy- 
assembled by the New York mer- the Fine Arts in 1872. Estimates of ing or canceling of plates had gained 
chant, Henry F. Sewall.#? Connois- _ the number of prints in his collec- favor during the nineteenth century 
seurship had grown remarkably by _ tion ranged as high as 50,000. Some _ as the art of peintre-graveur became 
the late years of the century, exem- of them were purchased later by increasingly prestigious and a rarity 
plified by accessions of Samuel Put- _T. Harrison Garrett and donated of fine prints lent additional induce- 
nam Avery and Howard Mansfield subsequently to the Baltimore Mu- ments to collecting. 
of New York, Dr. Frederick James of seum of Art. Claghorn’s collection Some etchings and drypoints cre- 
Lancaster near Buffalo, James L. included works by Haden and Whis- _ ated by late-nineteenth-century 

Claghorn of Philadelphia, and Syl- __tler. Joseph Pennell recalled that asa | American printmakers were city- 
vester Rosa Koehler of Boston. student “. . . my love of Whistler’s scapes, harbors, portraits, or anec- 

Avery, an engraver who had been work dates from the First Day after-  dotal genre. The majority, though, 
persuaded to become an art auc- noons I spent at James L. Clag- bore a charm of unpretentious land- 
tioneer by the Baltimore collector horn’s in Philadelphia looking at scape, such as An Apple Orchard (fig. 
William T. Walters, added prints to [Whistler’s] prints. . . 1.20) by Thomas Moran which he 
his personal collection during busi- In June 1888, the Society of identified as a grove near the Mo- 
ness trips to France and England. American Etchers was formed, pre- rans’ summer studio; he inscribed in 

Avery was the generous donor of sumably with the intention that it the plate, “Mulford’s Orchard, East- 
more than 17,000 works that would be a national organization for hampton, Long Island.” The inti- 

formed the basis for the splendid the best artist-etchers. However, mate landscapes or glimpses of 
print collection at the New York little information is to be found nature seem to reflect the artists’ ap- 
Public Library. Mansfield, a success- about the Society’s activities except preciation of etching as a medium 
ful lawyer, wrote a descriptive cata- that most of the founding members _ that was responsive to the making of 
logue on the etchings of Whistler belonged to the New York Etching modest and quickly executed im- 
and became a trustee of the Metro- Club and that there was a group ex- _ ages. Whether they had etched “di- 
politan Museum of Art. He had hibition at the Ortgies Gallery in rectly from nature” or returned to 
purchased over 200 prints by Whis- | November. On 1 January 1890, studios with preliminary sketches, 
tler when he encouraged Charles L. _ Frederick Keppel & Company was their landscapes, more often than 
Freer in 1887 to try print collecting, appointed the exclusive publishers not, were artistic recreations of 

an interest that led to the largest for the Society and, thereupon, re- identifiable locales of the Northeast. 
holding of Whistler etchings and published the statement of purposes _ The place names in the titles served 
lithographs in the world.*! Mansfield _ that had appeared in the New York to evoke a sense of the familiar: 
also acquired the works of French Times in the year of the association’s Gloucester, Annisquam, Easthamp- 
masters; from the group of etchings founding. It was brief but illuminat- _ ton, and Passaic; and the rivers, 
by Charles Meryon that he assem- ing: “First, the elevation of the art shores, and harbors of the Housa- 
bled, 140 were sold to the Art Insti- of etching; and second, the limita- tonic, the Shepaug, the Hackensack,
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Cape Ann, Oyster Bay, and Three- committed to American subjects. 1.20 
mile Harbor. The more memorable — Charles A. Platt and Samuel Colman Thomas Moran 
and expressive prints offered sensa- found architectural vignettes in the An Apple Orchard (Mulford’s Orchard, 

tions of quiet and solitude to the United States and Europe equally Easthampton, Long Island) 
beholders, who then were invited to stimulating, while Otto H. Bacher Etching (1883) 12x 18 
trail a lonely hunter across New and Joseph Pennell established repu- Shown sere etrratOnD of the Naw Kore : : stl : a Etching Club at the National Academy of Bedford dunes, circle the moody tations as peripatetic etchers who ; ewan ; J Design (1884). Original impressions were 
wetlands that guarded muskrat wheeled around Europe on sketch- , E c pe és i 
iodees he f 4 , . See published in Selected Etchings of Ameri- 
lodges on the far reaches of Long ing tours of Old World cities and can Artists (1884). 

Island, follow slowly browsing hamlets. Courtesy of Henry Bebrnd, Madison, 
sheep through the fields of the Sus- On 26 April 1881, Sylvester Rosa — Wisconsin. 

quehanna Valley, or pause beside the Koehler had written a review of 

ancient and twisted cedars on a the Exhibition of American Etching 
rocky shore of Maine. Among the at the Museum of Fine Arts for the 
most attractive were the etchings of Boston Advertiser. He informed his 
R. Swain Gifford, James Smillie, readers that the display was, “. . . the 

Thomas Moran, and Mary Nimmo first attempt to bring together in 

Moran. They combined fine drafts- one collection the productions of 
manship and sure pictorial short- what—for America—may be termed 
hand in images that seem familiarly a new art. Twenty or even ten years 

“American” in landscape conforma- —_ ago, such an exhibition would have 

tion and character. Surely, they were been utterly impossible, not only be- 
discovering and revealing our land- _cause the technical means needed 

scapes as Jacque, Whistler, and Ha- —_ were then unknown to our artists, 

den had rediscovered, with new but because the qualities best fitted 

graphic vision, the French and En- _ for the development of etchings 
glish rivers and countrysides. But were entirely wanting in our art.” 
not all of the artist-etchers were as In the years following Koehler’s
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early assessment of the state of the last quarter of the century although black-and-white facsimilies—as did f 
art, American etchers joined the it was apparent to practitioners and —_ Juengling, in 1880, when replicat- 
mainstream of printmaking. It was commentators that wood-engraving _ing Kilgaren Castle (fig. 1.21) for 
a conservative stream that was to was nearing the end of its flourish- Hamerton’s article on the etchings . 
continue steadily on its way de- ing as a commercial art anda voca- of Seymour Haden—they made no i 
spite a few radical innovations that tion of trained craftsmen. apologies and had obvious pride in im: 
were being introduced into late- During those decades, two phe- their professionalism. Because of the ott 
nineteenth-century European print- nomena occurred in the United skillful transcriptions of works by * fe 
making by unorthodox etchers such _ States that affected both the craft master artists, they sought and re- ie 
as James Ensor and Edvard Munch. _ and the art of wood-engraving. The ceived high commendations for the s 
Still, to enter the mainstream at all first was the relentless advances in artistry of the blocks. Ps 
required unusual initiative and sup- _ photomechanical technologies of re- In order to establish credentials 
port where little had existed before. _ production that posed a threat to ar- _ as artists rather than artisans, the ay 
Thus, by the 1890s, through the tisans who were wood-engravers, as wood-engravers rebelled against the 2 
combined efforts of artists, curators, well as a graphic tradition that had stifling standards of the workshops, ie 
publishers, dealers, and collectors a evolved from the wood-engravings _ including the divisions of engraving ee 
role for painter-printmakers had of Thomas Bewick and his followers _ labor that had denigrated the profes- bs 
been created in the artsofthe United _ in the late eighteenth and early nine- sion. Timothy Cole revealed those 
States. From then on etching as a teenth centuries. By the early twen- _ conditions when he recalled his early iS 
fine art was to have continuing at- tieth century, images reproduced by _ experiences in the wood-engraving 
tractions for the future printmakers photomechanical processes had sup- _ shops of the trade. The artisans who p 
of America, notwithstanding the planted those from wood-engravings _ engraved sections of a block that de- 
ventures into other media and the and eliminated the need for appren- _ picted sky and foliage were nick- 
gradual emergence of new artistic tices trained in the craft. named pruners; those who cut drap- 
conceptions that were reflections of Despite the menacing prospect of — eries were called tailors; the more 
changing cultural values during the the extinction of commercial wood- skilled engravers that replicated flesh V 
first half of the twentieth century. engraving, a second phenomenon were dubbed butchers; and young 

occurred when a group of Ameri- artisans assigned the task of cut- 
cans set forth to achieve two kinds ting images of machinery—as was 

The New School of of excellence. On the one hand, with Cole—were scornfully tagged me- 
American Wood-Engraving demonstrations of the greatest tech- chanics. Furthermore, the wood 

nical virtuosities of the time, they block was drilled horizontally for 
Wood-engraving had fallen into cut replica wood-engravings of such __ bolting, cut into sections, then sepa- 
artistic disrepute in both Europe finesse that they became interna- rated and distributed so that each ar- 
and the United States by the latter tionally acknowledged as masters tisan could work on his assigned 
part of the nineteenth century. The among wood-engravers. And, on the _ part. When all of the units had been 

stigma of its reproductive role inthe other hand, they embarked upona _ engraved, the sections were reas- 
printing trades and the arduous search for what they defined as origi- sembled, bolted together, and the 
training needed to master the craft nality. They were successful in both — whole “touched up” with the graver 
seem to have discouraged most art- tasks and, as a consequence, hailed _in the hand of the master of the 
ists from choosing it as a medium as the leaders of a “New School of _ shop. bn 
for creating original prints. The American Wood-Engraving.” As the Americans of the New 
tools, materials, and technical stric- Timothy Cole, Frederick Jueng- School achieved technical brilliance 

tures of wood-engraving restrained a__ ling, William B. Closson, Elbridge _in their works, there were paradoxes 
spontaneity of execution and easily Kingsley, and Henry Wolf were related to their methods, nonethe- 

feigned pictorial illusion which so major figures among the wood- less. They developed varied tech- ; 
many nineteenth-century painters engravers who formed the New niques in order to transcribe, more 
prized. Nonetheless, it was a very School. Between 1870 and 1880, effectively than ever before, the tex- ' 
important and widely used craft, the Americans initially“... got the tural and chiaroscuro illusions of 
serving the printing industry as fever and followed the idea of origi- _ original paintings and, in doing so, 

the major means by which images nal work in their separate fields, all used a deftness of cutting in ways 
could be replicated in the letterpress endeavoring to make a creative artist that obscured or denied the inherent 
method of printing books, periodi- out of the former mechanical en- nature of the wood block. More- 
cals, and advertisements. The utili- graver.”*” Although they continued over, although they viewed with 
tarian function continued during the to produce wood-engravings for dismay the encroachment on their
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pe SA ea See — Frederick Juengling 
Be ite ee Sek we = ES Kilgaren Castle (after Seymour Haden) 

2 i bei SO Sa oe if a4 = ie = JP Ze Wood-engraving (1880) 244 x 3% 

5 a Sn ee is ay B af ly pore bt feed The wood-engraving was made after the 

Uae i oe Bra ee pe cn eed ‘ original etching by Seymour Haden 

ose ae ae \ Se ORer 7 (fig. 1.13). Samuel P. Avery graciously 
“aan Dh FS ASS. SG ERE | Se a, Ge, permitted this and several other Haden 

| era ag fo sl pe Ene as if Wee eS See prints to be replicated for Philip Gilbert 
’ eee oo. NR ee rN ee z ioe Hamerton’s article, “Mr. Seymour Haden’s 
h Payee a ; eer p| “4 if Pa pe ee Etchings,” published in Scribner's 

i 2 ees a ae cad ae i os oo : ae 

= Z ps lier aoe ee emorial Library, University of Wisconsin- 
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i a Cp ace ec OG SS 

Rennes ee A ae 

profession of the photomechanical the latter a career painter of merit, Portfolio, and even the [London] 

! processes—which Kingsley de- were the first Americans whose ‘Saturday Review’ ranking American 

scribed as the threatening “. . . night- wood-engravings were accepted for work above all that is done in other 

mare of the process plate... ."—they _ exhibition in the Paris Salon. In countries, we cannot be blamed for 

embraced and became vocal advo- 1881, Juengling received a mention _ feeling a responsive glow of self- 

cates of the use of photography to honorable for his print The Professor approval.” ** 

transfer to the block the images that _ (fig. 1.22). It was a replication of As would the artist-etchers later, 

they were to replicate in engraving.” the original oil painting by Du- the wood-engravers of the New 

The practice formerly had been to veneck and a wood-engraving that School sought identity through a 

draw on the block, in reverse, a lin- had been commissioned by Koehler _ national organization and, in 1881, 

ear counterpart of the painting or for publication in his American Art _ Juengling and Gustav Kruell were 

illustration. Now, a projected photo- _ Review.*! Koehler continued to exert _ responsible for the founding of 

graphic transparency of the original _ his influence on behalf of American _ the Society of American Wood- 

masterwork allowed a precise pro- printmakers by sponsoring a display Engravers.** Six years afterward, the 

portional reduction and simple re- of works by wood-engravers as he Society issued an impressive album, 

versal of the image onto the wood had done for the artist-etchers.*” Engravings on Wood, that displayed 

block, and an obvious display of the The Exhibition of American En- the accomplishments of some of its 

tonal nuances to be replicated. Asa _-gravers on Wood at Boston’s Mu- members. The Edition de luxe of 100 

consequence, the engravers of the seum of Fine Arts (1881), the first copies was printed from the original 

New School sought to improvise of major importance in the United _ blocks on Japan paper and the im- 

ways of cutting, crosslining, stip- States, led the correspondent for the _ pressions were made with a hand- 

pling, and pricking as the painterly Magazine of Art (London) to in- press by the chief proof printer of 

effects in originals were simulated form the English that the engravings Harper & Brothers. William Mac- 

through new ingenuities of craft. In of the Americans were exceptional kay Laffan, publisher of the New 

some instances the wood-engravers__in their excellence. The following York Sun, wrote a laudatory text: 

feigned illusions of brushwork, a year, M. G. van Rensselaer reported “Since illustration became so promi- 

tour de force that raised outcries the growing international reputation _ nent a feature of our higher periodi- 

against overemphasis on textural of the New School to readers of the cals there has been a more marked 

replication. Subtleties of tone and Century Magazine: “. . . whatever progress in engraving upon wood 

texture, however, were two effects the strictures that may have been than in any other branch of art prac- 

that evoked high praise for the passed on it [the New School] at ticed in our country. It has achieved 

skills of the Americans from other home, it has been almost universally a character more original and pro- 

commentators.*° praised abroad. In England as in nounced, and more nearly national, 

By the early 1880s, Americans France critics have been lavish in than any other. That is to say, an 

were gaining recognition as master- __ their commendation. When we find, _ engraving made in America is not to 

engravers of unusual distinction. for example, “LArt’ reprinting a be mistaken for one that has been 

Juengling and William B. Closson, series of cuts from the ‘Scribner produced elsewhere, while a paint-
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: a 1.22 22 
A Frederick Juengling 4 4 

a The Professor A 
a Wood-engraving (1880) 6 x 4% ag 
oe The print was a black-and-white replica- a 

4 | tion of the original painting by Frank - US x 
% 4 Duveneck, now in the collection of the Mu- wail Re % mae 

V | seum of Fine Arts, Boston. It was commis- pe Be ii¢ 
a sioned by S. R. Koehler for publication in f a Lt 

| the American Art Review and shown in 3 a to 

F i the Exhibition of American Engravers on % 4 ie 

a Wood at the Museum of Fine Arts (Boston, : a 77 ig ae a 

: 188). Rl G 
: | Museum of Fine Arts, Boston. Gift of the we Nee & ; a 
Ay American Art Review. Git, aber Lae 
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ce ing or an etching made by an Amer- __ they wished to be recognized as art- _ sized the originality of those prints 
2 ican artist does not present qualities _ ists rather than hack artisans who that were created with their own 3: 
pal essentially different from like works formed the majority in the ranks of choice and artistic composition of F 
q 2 of European origin. The work of wood-engraving craftsmen on both subject matter and, in many in- g 
a the American wood-engraver has a sides of the Atlantic. Whenever they stances, were drawn on the block 

al distinction that is original with it- wrote about their works they cited “directly from nature” as the artist- 
a self.”** Laffan’s enthusiasm for the originality. The applications of the etchers were doing on their copper 
a works of the wood-engravers col- word originality appear somewhat plates. 
ae ored his critical appraisal in some confusing and contradictory until The successes of the New School 

Ea degree but he was justified in stating _ we discern that originality referred wood-engravers occurred at a time 
eal that the artistry of the Americans in _ to two distinct and equally impor- when the quality of halftone photo- 
Co the engraving of the blocks was un- _ tant features. First, they believed mechanical processes was still con- 
ae matched in technical subtlety. that the masterful techniques and in- sidered less than satisfying for the 

= In every aspect of their careers the _ dividual differences in style were printing of illustrations in the fin- 
ae New School wood-engravers looked _ original within the traditions of est books and periodicals. Conse- 
a upon themselves as artists of origi- wood-engraving and that the sub- quently, the skills of the best en- 
ae nality—in oil painting, watercolor, tleties of replication and the variety gravers were preferred by the art 

a drawing, and etching, as well as in of methods were innovative. Sec- editors and publishers who de- 

Pe their wood-engravings. Above all, ond, the wood-engravers empha- manded the highest quality of let- 
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terpress printing. In turn, expert Charles Parsons of Harper's. Laffan they have to be cared for! A careless E 

printing was sought in order to as- asserted that “the best modern print- _ thump or scratch, neglectful ex- fe 

sure excellent impressions from the _ers of Europe would be unable to posure to too much heat or damp- ie 
intricately cut original wood blocks _ print the pages of Harper’s or Cen- _ ness, and their beauty is marred be 

or from the electroplated counter- tury,”*” while Theodore L. De Vinne, _ forever.”** Esteem for the artistry Be 

parts required for large pressruns on | whose company printed the Cen- of the wood-engravers led to the bea 
high-speed, power-driven commer- tury Magazine and elegant books, publication of folios, such as The ee 

cial presses. For the splendid results stated his admiration of the wood- Century Gallery (1893) and The Be 

of those years, the wood-engravers engravings and concern for their Art of the American Wood-Engraver a 

were indebted to the art editors Al- preservation: “The woodcut illustra-  (1894).°° Among impressions in the eS 
exander W. Drake of the Century tions are the jewels of the magazine. latter volume were William B. Clos- fee j 
and St. Nicholas magazines and How frail they are! how tenderly son’s The Heart of the Woods (fig. Bed 

va 
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1.23) with the additional citation Displays soon followed at the Ham- Buhot and Paul Gauguin ®—and 
that the print was “Engraved from ilton Club in Brooklyn, the Grolier _ scoffed at the British: “England, 
Nature,” and Elbridge Kingsley cut Club in New York, Boston’s Mu- since W. J. Linton became a resident 

“Original Engraving” into the block —_seum of Fine Arts, and an exhibition of America, has no wood-engravers, i 
of A Quiet Spot (fig. 1.24), his con- by the Society of American Wood- only workmen on wood, who cut 
tribution to the folio. Engravers toured the country. By fac-simile blocks for publishers so 

In 1889 a group of American that time, there was complete con- timid and conservative that they 
wood-engravings had been exhibited _ fidence that the Americans were have not yet wholly overcome their 
at the Universal Exposition in Paris. _ the best wood-engravers inthe world. _ fear of the invention of process 
Kingsley was awarded a Gold Medal _Laffan was scornful of French wood- __plates.”°! 
and fellow engravers received silver, engravers—an opinion shared by However, praise for the wood- ¢ 

bronze, and honorable mentions. the French artist-printmakers Félix engravers of the New School was
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not unanimous. The leading oppo- of photography on the block for part, by his original compositions. 

nent was William J. Linton, En- commercial replication: “When, late Most notable were Morning Star, a 

gland’s most distinguished wood- in the seventies, the drawings were view over New York City’s Central 

j engraver, who had come to visit the photographed on the block and the — Park, The Evening Star (fig. 1.25), 

United States in 1866, and then engravers were asked to reproduce based on a motif from Pine Hill in 
| to stay permanently. He settled in the original as faithfully as possi- the Catskills, and the highly praised 
| quickly on these shores, was hon- ble, wood-engraving took a higher cityscape, Lower New York in a Mist, 

y ored at a dinner of the earlier So- flight. The drawing could then be (fig. 1.26), as seen from a Pennsyl- 
y ciety of Wood-Engravers, induced to _ made on paper, on canvas, and in vania Railroad boat. He received 

ye teach a class at Cooper Union, and any medium [by the artist who pro- more and more awards at interna- 
i persuaded by Frank Leslie to work duced the original]—pencil, wash, tional exhibitions and expositions 

f for his I//ustrated News.” Linton was _ charcoal, gouache, etc.—and in any and, in 1911, Frederick Keppel & 

+] a persuasive writer on technical and _ size; the photographer would reduce Company, which had been so active 
| artistic matters of wood-engraving. it to the size of the page.” in the sponsorship of American 
4 On several occasions he published The wood-engravers of the New etchers, presented a special exhibi- 

4 objections to the work of the New School were aware of the accom- tion of the wood-engravings of Tim- 
; School, deploring the use of pho- plishments of the American artist- othy Cole and Wolf. The climax of 

t tography on the block and of seek- etchers and Closson, Kingsley, Wolf, the many honors came when Wolf 

P ing tonal illusions by crosslining, Frank French, and John P. Davis was invited to exhibit over 100 

; stippling, and pricking the wood sought an art that was comparable prints in the American section of the 
4 surface with the point of the graver. _ by creating their own compositions. Panama-Pacific International Ex- 
e He believed in the efficacy of line Juengling, who had done some position (San Francisco, 1915) and 

and linear effects alone, regardless etching, considered it the ideal ar- was awarded the Grand Prize in 
of the features of the original art tistic medium of all those which graphics.” Wolf displayed his tal- 

| work, and observed that, “the white _ required the services of printing, ents both in splendid commercial 
line refers of course to the peculiar while Kingsley followed the practice work and original prints. James 

method of engraving followed by of the etchers by limiting the edi- Huneker, respected essayist and art 
Bewick and his best pupils, Clen- tions of some of his original wood- critic, lauded Wolf’s two kinds of 

nell and Nesbit, and which, my life | engravings. He made sorties into accomplishment when he wrote that 
4 through, I have sought to maintain nature in a horse-drawn “studio- “Henry Wolf is a great master of a 
i? as the only artistic method of en- car,” often with a small boat-trailer fast dying art. . . . An artist, literally 

; graving on wood.” hitched on behind. Kingsley’s favor- __ to his finger tips, artist as well as 
The Americans were given ample _ ite landscapes were in the region of — supreme craftsman. . . .”° 

opportunities to state their side of his boyhood around Hadley, Mas- The profession of wood-engrav- 
the dispute and Juengling, consid- sachusetts, and the nearby valley of ing became a fatality of one of the 
ered by Linton to be the most re- the Connecticut River in the vicini- _ conflicts between handcrafts and 
markable exponent of the New ties of Mount Holyoke, Mount modern technologies. One may leaf 
School, candidly answered, “The ad- Tom, and Whately Glen. Occasion- _ through the pages of the Century or 
vantages and superiority of the new _ ally other wood-engravers would Harper’s and find, after 1900, that 
school over the old school may be camp with Kingsley in the “studio- the photomechanical processes had 
summed up as follows: First, lati- car,” creating original works such as _ triumphed almost completely, and 

tude of reproduction. Second, ab- French’s The Lily Pond and Davis’s wood-engravings rarely published. 
sence of exclusive method, of con- Autumn Hillside. In 1911, Wolf observed sadly that 
ventionalism, of formalism; no set Scribner’s and the Century Maga- “since the beginning of the century 
way for producing an effect. For zine published many of Kingsley’s only two engravers have been kept 
each work in hand special ideas are original wood-engravings, always so busy,—one for Harper’s and another 
originated, special means are in- identified by explicit notations of for the Century Magazine,” and his 
vented. Mr. Linton thinks that such __ their having been “Engraved from belated prophecy of the demise of 
an aim is an unworthy one. The Nature,” while both Kingsley and __ the profession was in fact a post- 
method of the old school is to adapt + Wolf would incise into the blocks or mortem: “Artistic wood-engraving is 
the original to the means; the method _ add to their penciled signatures ci- bound to become a dead art; in a 
of the new school is to adapt the ther “original engraving” or “inv & _ few years it will have ceased to exist. 
means to the original.”°* Henry sculp.” There are no more apprentices or 
Wolf, in contrast to the Old School Wolf’s reputation as a master- students because there is no en- 
master Linton, commended the use — engraver was supported, in no small couragement.””° Wolf was right
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: S| 1.25) about wood-engraving as a craft as- _ ments of the startling relief prints 

2 Henry Wolf sociated with publications of the produced by Edvard Munch and 

a The Evening Star. “Inv. & Sculpt.” printing trades. What he could not Paul Gauguin in the 1890s—wood- 
4 Meany ek. (ca. 1910) 4% x 7% foresee was that wood-engraving engravings and color woodcuts that, 
He uscum of Fine Arts, Boston. and woodcut, the companion pro- later, had far-reaching influences on 

ny cess in the relief media, would sur- twentieth-century printmaking, here 
: vive under the aegis of a few fine and abroad. Nonetheless, as the 

He artist-printmakers, among them members of the New School spir- 

aH Thomas W. Nason, Rockwell Kent, itedly sought to elevate the fine art 
af Max Weber, and J. J. Lankes, until of prints in the United States, the 
2 there was a reawakening of interest international recognition that they 

a in the aesthetic and technical merits received—for being the most skilled 
ae of the media in the middle decades engravers on wood, anywhere—was 

i 7 of the twentieth century. a feather for the cap of the Ameri- 

: a The members of the New School can wood-engraver. Moreover, after 

: Hi of American Wood-Engraving as many decades of artistic upheavals 
eae contemporaries of the artist-etchers _ in this century and a concurrent 
= - —and heirs of similar artistic tradi- indifference toward the accom- 

Hf tions—revealed like choices in land- _ plishments of those earlier wood- 

ad scapes and occasional genre subjects _ engravers, there now is a gradual 
a] 1.26 that were created with comparable rekindling of the former apprecia- ' 
ae Henry Wolk conservatism of artistic conceptions _ tion of the skills, and revelations of 

a Lower New York in a Mist. “Original and styles. No one would suggest American life and landscape, that 
a Engraving” that the qualities of originality in the _ permeated the prints from wood 
fa Wood-engraving (1910) 9¥% x 6% works of American wood-engravers — which were created in the late nine- 

=| Museum of Fine Arts, Boston. matched the conceptually radical ele- teenth century. 
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eT The creative vitality of American watercolors and oils of fishermen, 
printmaking and the splendid initia- hunters, and guides in remote spots 
tives in behalf of etching and wood- _ of the Eastern wilderness, Fly Fish- 
engraving, to which so many artists ing, Saranac Lake (fig. 2.1), was the 
and supporters had contributed in last of his etchings. Maurice Pren- 
the 1880s and 1890s, diminished dergast, John Twachtman, and J. Al- 

as the old century passed and the den Weir, all advocates of American 
new began. As in the life of any ar- Impressionist painting, tried print- 
tistic movement, time removed the making of one kind or another. Be- 
leaders and eroded the strengths tween 1892 and 1905 Prendergast 
derived from shared or correspond- _ produced more than 200 color 
ing creative commitments. “The monotypes—a process of laying art- 
New School of American Wood- ists’ colors on plate, glass, or other 

Engraving,” victim of the improved carrier and pulling a single impres- 

technologies of photoprocess repro- _ sion by rubbing the back of the 
duction, expired abruptly at the paper or by printing. They are trea- 

height of its flourishing, thus silenc- sured, along with monotypes by 
ing the many public expressions of _ later artists, but had slight influence 
exultation over the artistry of Amer- _ on the major currents of American 
ican engravers on wood. The wan- printmaking. Twachtman (fig. 2.2) 

The Constant ing of the creative impulses that had and Weir offered gracious etchings 
characterized the first phase of the though the art was incidental to 

Advocacy of adopted tradition of peintre-graveur their careers. On several occasions 
h P ll in etching was gradual and, as it they exhibited with the New York 

Josep enne 5 turned out, a more complex story. Etching Club, but Twachtman 
D ean of Americ an By the end of the century almost seemed apathetic and few impres- 

all of the artists who had been in- sions were made until long after his 
Printmakers volved in the emergence and suc- death when F. Keppel & Company, 

cesses of late-nineteenth-century in 1921, printed editions from 

etching had died, were aging, or had __ plates that had been in the posses- 
turned to painting as a more com- sion of the family for years. Twacht- 
manding and rewarding artistic man encouraged Weir to try etching 
enterprise. The careers of Albert F. and the latter produced a number of 
Bellows, Mary Nimmo Moran, fine portraits as late as the 1890s, 
J. Foxcroft Cole, and Stephen Par- including the likenesses of Twacht- 

rish were over before 1900. Otto man and Theodore Robinson, an- 

Bacher, John M. Falconer, Henry other leader in American Impres- 

Farrer, Swain Gifford, Kruseman sionist painting. Weir’s most am- 

van Elten, and James D. Smillie were _ bitious printmaking project was an 
gone before the end of the first dec- early one of 1889 when he created a 
ade of the twentieth century. Frank suite, certainly inspired by Whis- 

Duveneck had abandoned etching tler’s several “sets,” known by the 

long before, in 1885, and Thomas title-page etching as the Isle of Man 

Moran became engrossed in his series (fig. 2.3). Their interest in the 
role as a famous American “artist- art of printmaking had ended before 
explorer,” painting the awesome the new century began. 
landscapes of the Rocky Moun- The etching societies, having lost 
tain West. their principal members and leader- 

Winslow Homer had turned to ship, no longer bustled with activity 
etching in 1884, recreating com- or had disbanded without public 3 

positions of his paintings of people _ notice. The New York Etching Club 
and the sea which were published by _ presented its last annual exhibition 
the dealer Christian Klackner. Only in 1893 and from then on artist- 
eight were printed, however, and a etchers displayed works as adjuncts 
graphic vignette among his brilliant _ to the exhibitions of the American
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Watercolor Society at the National Fine Arts, the accessions at the turn 2.1 

Academy of Design. Subsequently, of the century for the New York Winslow Homer 

after 1910 and the founding of the Public Library, and the prints in the — Fly Fishing, Saranac Lake 

Chicago Society of Etchers which Library of Congress, some of them _Etching/aquatint (1889) 17% x 22% 
held exhibitions at the Art Institute submitted by artists or dealers as Published by Christian Klackner & 

for many years, there was a revival “depository” impressions for copy- e, ae h ive exhibiti 
o . Pe ~ i. ~ . c yi v/ 

of print clubs.’ Some were of short _ right purposes, became the principal eet cea cee eae 
serrreebnealiinerelie im ; Fasc iaries lok etchinpemndiwosd Americans at Home and Abroad: Graphic 
a u A e < leagues orga repositories of 8 a Arts, 1855-1975, at the Elvehjem Mu- 

nized for etchers who were rarely engravings of the earlier period. seum of Art (1976). 
venturesome conceptually. By 1920, In the decades before and after Elvehjem Museum of Art. Humanistic 

| the multitude of prints by conserva- _ the beginning of the century the Foundation and Anonymous Fund. 
\ tive professionals and aspiring ama- _ founding or expansion of art mu- 

teurs led Joseph Pennell to com- seums across the country accelerated 

ment, with his tendency toward ex- the accessioning of prints, but fortu- 

aggeration, that “. . . millions of itously, with little or no curatorial 

more or less bad ones are being guidance. In 1900, Frank Weiten- 

’ ground out. . . .” in America.’ kamp became curator of the first 

Sylvester R. Koehler, mentor of print room in New York City soon 

the early etchers who had revealed after Samuel P. Avery donated the 

his dream of a Peintre-Graveur Amé- _ large collection to the New York 

ricain, died in 1900. The nineteenth- Public Library. And the Metro- 

| century American prints he had as- politan Museum of Art—which 

sembled at the Boston Museum of had declined the Avery gift—was 

|
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John H. Twachtman ut — — 
Winter, Avondale (Cincinnati) === re == Gt 

Etching (1879 or 1882) 5¥ x 8%6 = MA Oh === hee 
Published by F. Keppel & Company. SS SS ~ee Ry 

Shown in Jom Henry Twacheman: A Ret.) =z eae Liye ee Me wih, rospective Exhibition, at the Cincinnati Art wail me (un ~ yy Coes cee rN iF Caney: 
Wee Ri Na a ny 77S CE 

Se Te yt ae Wie Kr 
Elvehjem Museum of Art. Harry and \ iN i, AAS Ks ERS heirs Ee < Cr 
Margaret Pryor Glicksman Endowment ‘NS SN NaS Bs ie Ny eS , We* ¥ qf 
Fund. ; nee | Te “ SES - i ei x peer be <Ht, \ / 

J. Alden Weir : aaa ween bs eo eats 
Sulby Glen, Isle of Man = “Fie vas\ 
Etching (1889) 8% x 11% —— See : Wey 
Shown in the retrospective exhibitions, The a + “i = 5 

Etchings of J. Alden Weir, at the Univer- . a . 
sity of Nebraska Art Galleries (1967), and ete -— 
J. Alden Weir: An American Printmaker, 

at the National Museum of American Art 
(1972). 
Cincinnati Art Museum. Gift of the artist. 
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without a curator of prints until rary American printmakers com- rope” so well in the 1880s and 
William M. Ivins, Jr., was appointed prised a minority which, unaccount- 1890s, or of the even more redoubt- 

in 1916. Not surprisingly, as the ably, became even more slight after able traveler, Joseph Pennell. 

collections grew, the most coveted 1913 when publication of the Quar- Pennell was America’s leading 
impressions were master works terly was moved from New York to _illustrator-etcher in the late nine- 
representing pinnacles of Western Boston where Carrington was ap- teenth century. In the early 1880s he 
printmaking from the fifteenth cen- _ pointed to the curatorship of prints _ had etched historic landmarks in 
tury onward. And as for prints of and drawings at the Museum of American cities, such as the Yard of 
the modern era, the etchings and Fine Arts.* However, there had been the Plow Inn (fig. 2.6).* From 1883 
drypoints of Jacque, Meryon, Whis- few innovations made by younger onward, etchings of European as 
tler, Haden, or their counterparts American artist-etchers to which well as American architecture and 

were favored over the works by editors or authors could alert readers. landscape were subjects with which 
Americans. Meanwhile, the excellence of he illustrated travel articles and 

New York dealers displayed com- _ second-generation printmakers lay books for American publishers and, 
parable preferences as the twentieth _in the facility with which they at the same time, built up his stock 

century started and by advertise- etched pictorial renderings that of hundreds of original prints for in- 
ments and exhibitions emphasized pleased the tastes of conservative ternational exhibitions, for sale by 

} their portfolios of the same or equally buyers. And because many of them his dealer, Keppel, and for gifts and 

famous nineteenth-century Euro- became transatlantic printmakers in _ sales to museums, galleries, and 
pean masters. The prints were simi- _ search of picturesque views of Old collectors abroad as well as in the 
lar to the purchases by earlier Ameri- World cities and byways, architec- United States. 
can collectors, but now the new ture and peoples, one must suppose In 1904, James Smillie, then 

clients were assured of an aura that their European prints were in seventy-one years old, was invited to 
of unimpeachable reputation sur- response to a growing audience of assemble an exhibition of American 
rounding the creators. Occasionally — countrymen who had visited, or prints for the Universal Exposition 
American printmakers were spon- hoped to tour, the Continent. Her- _ in St. Louis, held in commemora- 

| sored, notably Joseph Pennell whose _ man Webster, George Charles Aid, tion of the Louisiana Purchase. It 

works were exhibited repeatedly Lester Hornby, and Ernest D. Roth _ turned out to be a random selection 
by F. Keppel & Company. Albert seemed to be on frequent artistic with little assurance that new con- 
Roullier of Chicago featured many _journies or in prolonged residence cepts in printmaking might emerge 
second-generation American etchers in Europe, as was Donald Shaw as the twentieth century began. 
although he, too, was very active McLaughlan when he etched Le Works of the deceased were resur- 

in selling the best of nineteenth- Quai des Grands Augustins, Paris rected in groups of etchings by 
century Europeans as well as prints (fig. 2.4), one of his French Series Kruseman van Elten, Mary Nimmo 

| of the great old masters that he was _ published by the Albert Roullier Art | Moran, John Twachtman, Albert 

} able to bring to the marketplace. Galleries in Chicago. A few artist- Bellows, and Henry Farrer, the last 
In the early years of the new cen- _ etchers were intrigued by the land- two represented by prints still in the 

tury, critical writings about cur- marks or neighborhoods of Ameri- portfolios of C. Klackner & Com- 
rent American printmaking were can cities as in renderings by Charles _ pany. J. C. Nicoll, Dr. Leroy Yale 

infrequent in the art journals or H. White, B. J. Olssen-Nordfeldt, (an amateur cofounder of the New 

metropolitan newspapers and the or Charles F. W. Mielatz who dis- York Etching Club in 1877), J. Al- 

occasional bland feature article, played the Entrance to Brooklyn den Weir, Smillie, and Otto Bacher 
presenting the prints of one or an- Bridge (fig. 2.5), in the last annual were all advanced in age; only Nicoll 

other of the succeeding generation exhibition of the New York Etching and Weir would survive the decade. 
of etchers, offered little substantive Club (1893) and thereafter, for sev- There was a miscellany of works by 
information or perceptive discussion _ eral decades, was listed as the only members of a later generation of 
of the talents of the artists. Frederick nominal officer of the inactive club. etchers, including Mielatz, Mac- 5 

Keppel, who must have been sensi- For most of the American etchers, Laughlan, Aid, and Roth. Some 

tive to the paucity of scholarship however, an indispensable requisite etchings by Pennell were shown, 
and reporting on fine prints what- for a successful career was to have among them The Most Picturesque 
ever the country of origin or histori- etched, at least once, a “series” of Place in the World (Le Puy en Velay 

cal period, initiated the Print Collec- _ views of Italy, France, England, Ger- —fig. 2.7), as if to imply that no 

| tor’s Quarterly under the editorship many, or of London, Paris, and Ven- _ exhibition of American printmaking 
of Fitzroy Carrington in 1911. The _ ice in the manner of the roaming should be assembled without at least 
few discursive articles on contempo- Otto Bacher, who had “done Eu- token representation of his work
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4 
nae 24 and, possibly, because Pennell served the older Joseph Pennell would dis- 

ay Donald Shaw McLaughlan on the London committee which play diversities in choice of subject 
Hd Le Quai des Grands Augustins, Paris recommended prints of Americans matter, interpretive content, styles, 

B Etching (ca. 1919) 8!%/6 x 13!”16 who were resident in England at the and printmaking media rather than 
a One of McLaughlan’s French Series pub- time. On the whole, the exhibition the pictorial similarity of landscapes 

a i. yy ph ee reine “S. was a flaccid forum of American and city views, albeit handsomely 
i a. is Institute of Arts. L prints that offered only slight hints rendered, which was a conservative 
Ps “ , of things to come in a few New constant for most second-generation 
a York genre subjects by Maurice etchers. The prominent printmakers 
a Sterne and the five etchings of John _ of the following decades would i £: 

a] Sloan, selected from the many he create works that symbolized the } & 
a was creating as illustrations for the spirit of independence and reflected ¢ 
a novels of Charles Paul de Kock.® the multifaceted features of Ameri- & 
yl There would be stimulating ven- can art which evolved during the - 

2] 2.5 ; tures in printmaking before the first _ first thirty years of the twentieth 

ee Charles F. W. Miclatz quarter of the century was over, but century. 
a ages to Arn Rae they were to occur without the com- —_ Joseph Pennell had many kinds of 

Se ee ean munality of enterprise that had ties to both the earlier and later peri- 4 
a] Shown in the last annual exhibition of the kedichedevel : hi Asif ori aki Até é of th aa New York Etching Club at the National marked the developments in etching _ ods of printmaking. A résumé of the 

Bois Academy of Design (1893) and wood-engraving in the late art from the 1880s to the 1920s re- Ne 

Ea National Museum of American Art nineteenth century. John Sloan, calls his endless artistic, literary, and * 
oa (formerly National Collection of Fine George Bellows, John Marin, Ar- promotional initiatives. As a very i 

: an Arts), Smithsonian Institution. Museum thur B. Davies, Max Weber, Edward young man, the Philadelphia i; 

ay Purchase. Hopper, Rockwell Kent, and even Quaker elected a dual role as 

aa 

= — —_
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2.6 TE ERI * a reser 
Joseph Pennell YY : Mh ri | f 
Yard of the Plow Inn (Philadelphia) AN a bs Nh } ' 
Etching (1881) 9!%16 x 6%6 RO Pa A ; 
Shown in the Exhibition of American Etch- & SN MX i My fig" P 

ings, at the Museum of Fine Arts (Boston, E SS iN ES 4 . Mis } Wf} 

1881), and the annual exhibition of the ‘\ Su ~ ~R 7) a ; 0) Hf 
New York Etching Club, at the National TDS PSA NPG seiner eH ia iW 
Academy of Design (1882). In 1882 origi ¥ ‘Tres SAS TT a ee ern) 
nal impressions were published in American Sai puis Heat . aT a Sat ara iy Dd 
Etchings and a wood-engraved facsimile “Stine wh ho, NTT en Ty ib 

served as an illustration for the article by ~ WR iN PAPAA ——_ | Y y yy 
i i : q i SN ae c a ae < 

Elizabeth Robins [Pennell], “A Ramble in Q AS ‘s I haa ha ee. 7" 
i aCe oo : RU Ft) | ba me el eee ree, Old Philadelphia,” Century Magazine ‘ E Ni Fares.) | AWA a pees TAY y # 

(March 1882). ; BS NW + a om Poe ad a y/ 
Se . Nice erste VRPaeeaases teaptas|” 13 nbc 
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illustrator-etcher. Soon thereafter, or drew illustrations in pen and ink, — England, France, and Italy on a tan- 
James L. Claghorn arranged an in- for the works of numerous well- dem tricycle laden with their lug- 
troduction to Frederick Keppel known authors, including William gage, writing, and art materials. 

which led to a profitable artist- Dean Howells (fig. 2.8), Henry Pennell’s sallies from their quarters 
dealer association for many decades. James, Philip Gilbert Hamerton, in London or Brooklyn’s Columbia 
Moreover, Pennell quickly perceived and the American author-critics Heights were ceaseless and took him 

and promoted the timely idea of Marianna Griswold van Rensselaer around and back and forth across 
collaborations between artists and and John C. Van Dyke.°® Europe and America. With bursts of 

writers for the creation of enticing Elizabeth Robins Pennell, author, enthusiasm he searched out his sub- 

“travel-adventure” articles and books who was Joseph Pennell’s wife, ject matter by bicycle, boat, train, 

that were so popular with American —_ joined him frequently on tour, ped- _ carriage, and finally automobile; 
and English readers. He also etched, _aling from village to village through —_ often making drawings, etchings,
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Rees Z| i ay Etching (1894) 15% x 1116 
5 = ia Sa = Shown at the Universal Exposition, GS s : : cposition, 
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or transfer lithographs en plein air complexes in or near New York, Beardsley, whose work in the 1890s 

with a speed that astonished his art- Chicago, Pittsburgh, San Francisco, _ was shocking to the British, and he 

ist friends and admirers. England, and—one of the great wonders of had purchased the first album of the 

France, Spain, Italy, Germany, Hol- the world—the Panama Canal under French L’Estampe originale, decorat- 

land, Russia, Hungary, and Greece —_construction. ing his dining room with the origi- 

were etched, lithographed, or drawn Pennell’s art bore no radical fea- nal impressions from that landmark 

in pen and ink once or several times. tures when compared with the publication of post-Impressionist 

And in the Americas, favorite prints of artists who were creators of _ prints.” In a photograph of Pennell 

themes were the old and picturesque avant-garde trends in the late nine- working at his etching press one rec- 

structures in Philadelphia and New _ teenth and early twentieth centuries ognizes the celebrated eight-color 

Orleans, or later the new and dra- in Europe and America. Still he was _ lithograph (fig. 2.9) by Henri de 

matic skyscrapers and industrial an enthusiastic sponsor of Aubrey Toulouse-Lautrec—the cover of the
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Joseph Pennell sey LAGE sae 
The Ponte Vecchio (Florence) go oe oe : 
Etching (1883) 9!/6 x 7! e AE E 
Pennell’s first European etching, completed fe re eN } 
while he was creating illustrations for Se l 
William Dean Howells’s “A Florentine — Pg 9, > 

Mosaic.” Reproduced as the “frontispiece” 0 Fake, ee. 1G i Pet 
for the article of the same title in Century i. Wi a Bee ; ff e ee 
Magazine (1885). Meanwhile, the origi- : oe ace ea wey Fone - Vi a 3 Ee ; 
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first album—hanging on the wall of been a touch of irony in the situa- among them the innovative images 
Pennell’s London studio. For the tion at the Panama-Pacific Interna- of an industrial age that were re- 
eighth album of L’Estampe originale, _ tional Exposition in San Francisco vealed in an impressive number of 
issued in 1894, Pennell was invited (1915). Pennell was honored by an _ powerfully composed etchings and 
to join the publishing venture with entire gallery for his prints that had _ lithographs created between 1905 
The Thames, a broadly illusional won so many medals at European and 1914. A few artists, on very 
aquatint/ etching that must have and American expositions. How- scattered occasions, had painted the 
been influenced by the amorphous ever, as a member of the jury, he was _ new and soaring skyscrapers of 
tusche tonalities with which Whis- hors concours, while in the nearby America, but Pennell became a 

tler had created vague nocturnes or galleries of the international section, leader of those who were fascinated 

fog-enshrouded views of the great Edvard Munch, Norway’s great ex- _ by the peerless commercial struc- 
river in some of his lithographs.* ponent of Expressionism, exhibited tures (fig. 2.10) of the New World, 

However, Pennell was an opponent _ paintings and fifty-six of his provoc- _ architectural symbols that were to be 
of artistic extremes and decried the ative, shocking, and stylistically radi- recreated in a novel array of artistic 
works of the Expressionists which cal etchings, color woodcuts and idioms and images in American art 
were considered “ultramodern” and color lithographs for which he was _ during the following decades. Also 
outrageously unconventional by awarded a Gold Medal.’ . in those years, Pennell sought out 
many contemporary critics and fel- Pennell was admired by his con- the enormous industrial and earth- 
low artists. Surely there must have temporaries for countless successes, _ changing enterprises of Europe and
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P fas ‘is 5 surrounding a gigantic floating gra- 
a ~ | | f hy tect Faunce nary, careening from the violence of 
WK weet He Mee a Soe stormy waters within a normally 

a NR ee =| eae: S sheltering harbor. In the Zeppelin 

feiss St y : a = ee i Shed, Leipzig (fig. 2.13) was com- 
hq ASA OOS aS posed with a selective simplicity of 

»~ { i J VY l Sg artistes \ . clean, almost abstract fos that he 
TM at A i y we assigned to the remarkable lighter- 

e I |) oer] ~~ JS a than-air craft then being pioneered 
og ee by the Germans. The lithograph re- KE o Z ara VL are 
Ay ~ » .~ veals, more than most, a kinship 

Sr. et aa : with the vocabulary of visual ab- 
=e a. é P< ZN im ee straction that was to be a prevalent 
(Chis) | a SA eee feature of artistic choice in much of 

ay 4 nial Pe Sp = : twentieth-century art. Pennell, how- 

Stee | ( foe ever, was never willing to submerge 
\ <a iS | ee, completely the descriptive elements 
ow | { Wl ‘ | : aces of pictorial rendering to which he 

NS / Ke \ a owed his professional success as a 

\ \\ c \ leading illustrator during the great- 
x | { | y est period of that kind of American 
Lov | : ef periodical art. His opportunistic 
~ | \ aX © | reporting on the Panama Canal 

ca \ (fig. 2.14) under construction was 
. a promptly reproduced as a special 

feature—without text—by the Cen- 
29) ; the cover of the first album issued under the tury Magazine.” These lithographs 

| fee La seaman pine hp ter aid S as ie combined descriptive illustrations of 
os wyinne on U ‘S Stu mM Li a ° ° 

; Color ichograph (1893) 22% x 251N6 Milwaukee Art Museum. Gift of Mrs. pee pce io. feat— 
The eight-color lithograph, which served as Harry Lynde Bradley. SE nea : “P oo 

of the wonder of work”—with some 
of the compositional strengths that 
evolved in a mature style."’ 

' Earlier, Pennell’s respect for li- 

thography as a technique of fine art 
| had derived from his perceptive ob- 

America. In many instances, and in __ stand the potentialities of lithogra- servations and then personal practice 
| a manner revealing his instincts for phy as a medium of fine art in con- in the medium. Always alert to 

and fascination with metaphoric ti- trast to its earlier role as a graphic timely and promising prospects in 
| tles, he assigned various prints or se- | means of commercial replication. the graphic arts, Pennell sensed the 

ries to an overall theme—The Won- _ The broadly suggested illusions that _ widening interest in lithographic 
der of Work. it encouraged and, in Pennell’s case, _ printmaking on the part of late- 

The light, linear manner that had _ the powerful patterns that could be _nineteenth-century artists and col- 
marked his etchings in the earlier executed rapidly with lithographic lectors. Consequently, he became an 
years became modified by broad, crayons on paper and then trans- advocate of lithography to the En- 
tonal areas, providing a stronger ferred to stone, contributed to some _glish and Americans who, unlike the 

patterning of forms and a resonance __ of his most unforgettable prints. In French, had been laggardly in a cre- 
of atmospheric effects. Those stylis- 1914, he created two splendid litho- _ ative use of the process. Then he be- 
tic and visual transformations began graphs in Germany, proofing them —_ came a student of the history of the 
to appear in his prints by the time at the Pan Press in Berlin just before | medium and finally, for his own cre- 
he created the dramatic renderings his flight from the Continent ahead _ ative purposes, a superb lithographic 
of industrial might in the Gun Fac- _ of the invading armies of World War draftsman. 
tory, Creusot, and The Lake of Fire, I. The Grain Elevator, Hamburg Har- His close association with Whis- 
Charleroi (fig. 2.11). Pennell was bor (fig. 2.12) was theatrically con- tler had familiarized him with the 
one of the first Americans to under- _ ceived with tempestuous darkness spontaneously drawn and delicately
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z = ae a = a jr eae . : PAs ee ag papers. At the conclusion of the ses- 

Sa Efe ea 4 Te sion and on the spot, Way pro- 
gees mS Ree ae Sac: : ceeded to print their first trials from 

Paced oa : eave) ee eae pase the stones. 
poets xe Ra re ey" Pre. anon jl pe & payee os ees 3 Pennell was aware of the striking 

ee es mere Scorer ee oe SOS ae successes of fine French artists. The 
a a : Se ae: Se & great Symbolist painter and print- 

‘ GN a ReMi a cehe 52 bist en ecu pe ee ee Ne 4, ‘ 
| None Bty peste ae des SS cen jg Re aae maker, Odilon Redon, was still 

v tip Ree ane ‘ Pree 2 ts aa eRe ae mF gba eae 8 5 . x A Phe ea... ee oe ee Rink ‘eee creating his enigmatic and evocative 
: et NE it So: eee Re ee eae ; Mee: x 

Fe Res eno ees eee: § lithographic suites and had contrib- 
ES os Heart <= EPR Se Cae.“ BROS grap: 

Ss eee ee ee a he wes en Jo a ns i uted to L’Estampe originale. The 
do Seen Se ee a 8 <a) a ts aetna Se . . _ ag : aS a ray Pe bite ee a Pi ae Ba multicolored prints of Jules Chéret, 
eri BN gee PT ae 2 RRR Sl me ate a oe lithographer and master poster 

Ro gg oe Race en phy) Get A on ea ee ee : : : ae Se eee ime He Peete “ee = designer, were being admired by 
Se ee. a a ee N Ritich and i i Es Pe aes eee teens Ne Seer Om: Ee ritish and American poster artists 
sae aaa il aon Pela Sa ee = and, by the 1890s, sought eagerly 
see. kt a AYN pets Ge aa Ee a get ggg 2 
he eee oe * Rik Gee ar ed aon Recs PA ees ak - « “~.% by anew group of collectors who eo ae eee aS ge <3 4 

gt ge +e RARER ay egy ies ea age Sy si, were caught up in the current craze 
oe a 4 ae a bgt Bie eae SS Ps a iss fie for the art of posters. Then too, 
Pe EE Ye EL SS aha i - 
4 ee Pe ae! AT as ape e Sa) there were the color lithographs of 

! OR ‘og AS ¢ *S fee vile <. glee = younger French artists, including 
So eet ach a a Jie a ‘ae = Bonnard, Vuillard, and Toulouse- 

eRe aN \ ad ee > pene OE i Meee) §6Lautrec, with some of the dazzling 
. +s Se eas SSS Se ia Sr eee eee) posters of Lautrec commissioned by 
y i as ame eon * ie meee English and American firms and ek, ee ne SG vit i #4 ‘ es Se oe eres be} § others considered to be “astound- 

ea, RE UE Saree a ing” designs when they were ex- 
Ceres ea WG APO a ee hibited in the United States.’ 

; gt ee |. j «In 1895, Pennell made a point of 
ee ae s, nora ae & Ly visiting Paris and Diisseldorf where 
cree core 4 : Dis. = oe x A an | gee = centenary exhibitions were being 

i 2 Bas Cae Saal er les or ue as staged in honor of the German dis- 

yee: & as aa Ae ip § coverer of lithography, Alois Sene- 
: = oe a ban ae ee es g felder. As a promoter in so many 
pen Sagi Sa “ oe re aaa? : : : a . fer atone i J : Se ee ee eee, ©=© Ways, it seems inevitable that Pen- 

nell was among those who urged a 
similar exhibition of celebration at 

2.10 composed lithographs which the the Victoria and Albert Museum in 
Joseph Pennell older American had been produc- 1898, the actual centenary year. 
New York, from Brooklyn Bridge (with the ing, after 1878, under the tutelage Meanwhile, in 1896, Pennell had 
Singer Building dominaung ae sivline onthe master printowof kondon made his first serious attempt with 
ee 2 ve oi ve Thomas Way. Although Pennell had __ transfer lithography in the Alhambra 
‘ pee i ie - Jae ee Fx. dabbled in the medium as a youth, drawings created in Spain. That 

J él Zz = . : : z . 
Hee Tes of Congress (1927) his first involvement with the craft autumn, the prints, proofed by 
CLT of Art Beyer if “as an adult artist occurred in 1893 Thomas or his son T. R. Way, were 

i when he and a few colleagues were exhibited at the Fine Art Society. Al- James Parmelee. en ? gu A i ty. 
invited to a technical demonstration _ though the introduction to the cata- 
by Way. The master printer carted logue was written by Whistler, the 

z WE a erecee lithographic stones and a litho- exhibition received little attention 
pss he of Fire rar te Sosa graphic press to the Art Workers and no acclaim. Pennell candidly ad- 
Lithograph agi 1) 22% as oir, ) Guild at Barnard’s Hall Inn. There, mitted his dismay but ascribed the 
Sh own in the Joseph Pennell Memorial Bx.  O8€ evening, Way coached the artists negligence, in part, to a reluctance, 

hibition, at the Library of Congress (1927). 10 the making of drawings with and even hostility, of the British to- 

Museum of Fine Arts, Boston. crayons and the transferring ofim- — ward an acceptance of lithography 
ages onto stones from transfer as a fine art medium. About then, 8
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2.12 Pennell conceived the idea that a hundred years were technical books 

Joseph Pennell volume on the history, art, and tech- addressed to professional lithogra- 

The Grain Elevator, LD igler nique of lithography would be an phers of the printing trades or briefs 
ae eenbne e % ue) i opportune venture. He persuaded composed for curious amateurs. The : 

POG ET Ee LOD Rea nee OMIT Ete thie publisher, Unwin, of its merits volume by the Pennells was the first 
hibition, at the Library of Congress (1927). : : P 5 = 3 : 
Library of Conaress Depa and, with Elizabeth Robins Pennell, work written for the edification of 

Photographs Division plunged into the research and writ- _ English-reading peoples in which 
ing of Lithography and Lithographers, there was a presentation of lithogra- 
which was published in time for the _ phy within an art-historical context 
centennial of Senefelder’s invention. _ and as a printmaking medium of 
The book was released in both Lon- _ distinguished nineteenth-century 
don and New York.!* The few man- artists. The book was another stimu- 
uals on the craft of lithography that _ lating project for Pennell, one of 
had appeared in English during the many unflagging efforts to convince
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the English and Americans of the gan to diminish in the years follow- _ ated and often self-contradicting in- ie 

significance of prints as art. His ing the outbreak of World War I. dividualist. While he continued to pe 

ceaseless lecturing and writing, and He wrote in sorrow about the marvel at the vast industrial com- ee 

his service in behalf of American “death” of the old Europe and En- _ plexes and skyscraper-studded cities a 

printmakers as a member of innu- gland that had offered him so many _to which he assigned a complimen- pe 

merable exhibition juries in Europe _ artistic opportunities, cultural attrac- tary grandeur in many of his prints, He 

and the United States, made Pennell tions, social amenities, and friend- he deplored the growing presence of ces 

the major crusader of the time, how- ships. And after 1917, when he recent immigrants and blacks who, ea 
= a i Fs : ‘ es 

| ever different in kind his promo- returned to a final residency in the nonetheless, as sources of cheap la- ae 

tions and persuasions were from the _ United States, his reactions to a bor were a considerable factor in the an 

earlier advocacies of Sylvester R. changed social and industrial Amer- _ building of those landmark struc- ve 

Koehler. ica led him to write and lecture with tures. Moreover, he railed at the in- at 

Pennell’s tireless efforts and his disparate extremes of bitterness and dustrialists and financiers, the newly ee 

finest creative accomplishments be- _ enthusiasm. Pennell was an opinion- _ rich and powerful entrepreneurs, oa 
ea 
od a 

" 
ae ot
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condemning them, sometimes un- In the final decade of his life Pen- _ then a belated one—was the estab- 
fairly, as insensitive and unsupport- _ nell continued to produce prints lishment of an “American School of 
ing of the fine arts. William M. although, more often than not, Graphic Arts.” 
Ivins, Jr., Curator at the Metro- they displayed his experienced skills Pennell was an internationally 

politan Museum of Art, understood rather than evolving artistic growth. _ prominent figure. His prints had 
a comparable paradox of the rene- Despite periodic ill health, he con- been honored by impressive awards, 
gade Quaker from old Philadelphia _ tinued to devote his limited ener- acquired by innumerable museums 
and celebrated printmaker of the gies to the cause of printmaking. and private collectors in Europe and 
Western world when, in the year of | He wrote, lectured, and taught. In _ the United States, and his reputa- 
Pennell’s death, he wrote that the 1922, only four years before his tion heightened by investitures as a 
man was a curious inversion of an death, he took charge of the class in _ Fellow in august academies of many 
extreme individualist, in that “he be- etching at the Art Students League countries. Never an extreme expatri- 
came the pictorial laureate of the last and quickly improved one of the ate as were other American artists, 
phase of the industrial revolution, few programs of instruction in Pennell’s loyalty to and deep affec- 
the celebrant of the period in which _ printmaking by inducing Charles tion for his country and colleagues 
the individual was lost under the Locke to offer a course in lithogra- were constant. His prolonged resi- 
size and weight of the corporate phy and Allen Lewis to teach the art dencies in England did not diminish 

load.” * of woodcut. His stated hope—by his continuous and deeply felt inter-
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est in American printmaking which __ tributions to the appreciation of the _erous bequest that established the 
was expressed vigorously in corre- art of prints and the welfare of Joseph and Elizabeth Robins Pen- 
spondence or in action during the printmaking in the United States. nell Fund, by means of which the 
visits to his homeland. In Ivins’s The original works that they had ac- __ purchase of works by living Ameri- 
judgment, “[Pennell] did more for quired when writing Lithography can printmakers has been assured in 
the future of graphic arts in this and Lithographers were donated to perpetuity. 
country than any one other man.”'® _ the New York Public Library and 
At one time he was described as the _ they gave to the Library of Congress 
dean of American printmakers, an a collection of Pennell’s prints as 

accolade for a creative artist about well as the Whistler memorabilia 
which there was no dispute. In quite _ that they had assembled during the 
different ways, Pennell and his wife years in London. Finally, to the Li- 
Elizabeth Robins Pennell made con- _ brary of Congress they left the gen- 
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= The stimulating ventures of the late- can etchers and some of the wood- : 
nineteenth-century American artist- engravers welcomed election to the E 
etchers and encouragements of their National Academy of Design as As- : 
efforts slackened as the new century _sociates or full Academicians, the 
began. Printmakers became less first quarter of the new century was ' 
innovative and sponsors’ enthusi- marked by artistic mavericks who 
asms for American printmaking di- were disenchanted with the conser- 
minished. Many of the second- vatism of the Academy and sus- 
generation etchers continued for tained by a spirit of independence é 
years to emulate the prints of the laced with intransigence. Splinter ie 
French and Whistler and Haden. Al- groups of progressive artists formed ? 
though their conservative etchings and reformed in opposition to es- x 
revealed modestly individualized tablished standards and practices of : 
conceptions and personalized styles, art organizations and rigidities of in- Me 

they became latter-day heirs and, in _ stitutions during a time of contend- % 
some degree, victims of a dominat- ing concepts of visual styles or the if 
ing heritage handed down by the choice and interpretations of subject fe 
European artist-etchers who had themes. Inevitably, few of the “in- a 
nurtured the revival of the art inthe dependent” artists were assured of a x 

nineteenth century. A comparable critical consensus about the merits 
Twenty-five preference, and a veneration, for the _ of their creations and for some of 

XY f ° ce works of foreign masters persisted the artist-printmakers, such as John 

ears Of / \r tistic among collectors and dealers as their Sloan, Max Weber, John Marin, and 

Diversi an d interest in prints by current Ameri- _ Edward Hopper, recognition and 
ty can etchers subsided into the rou- rewards for either their paintings or 

Professional tine acquisition and sale of skillfully _ prints must have seemed exaspera- 
wrought pictorials. So, a time had tingly slow in coming. 

Progress: come for new conceptions by Amer- The career of John Sloan, during 

ican printmakers who were impelled _ the first two and a half decades of 
1905 —1930 to seek different artistic goals and to _ the century, was linked to the forces 

temper the proliferation of prints and counterforces that were swirling 
from an aging tradition that could in and around the art circles of New 
no longer foster fresh conceptions York City. His liberal social and po- 
and progressive change. litical attitudes coupled with a then- 

Such interludes in the history of _ progressive call for depicting the ac- 
an art form are blessed, sometimes, _tualities of contemporary American 
by the appearance of one or more urban life led him to involvement 
artists gifted with new ideas and tal- _ with the alliances of artistic “inde- 
ents which, in tandem, generate pendents.” Sloan had been a free- 

seminal works that bestow upon the — lance commercial artist in Phila- 
art of a time and country an infu- delphia and then an illustrator for 
sion of artistic vitality. Fortunately the Inquirer and the Press. A yearn- 
that occurred in American print- ing to become a serious painter and 

making with reassuring frequency in _ the lure of New York led Sloan to a 
the first three decades of the twen- close association with Robert Henri 
tieth century. Those were years and the “new realists,” foretelling 

when there emerged both artists Sloan’s development into an incisive ( 
with new ideas in printmaking and a_ recorder of the intimacies of teem- 
scatter of younger collectors, cura- ing life on the streets and roofs, and 
tors, and less-well-established deal- behind the tenement doors of the 

ers who chanced the exhibition and _ greatest American metropolis. 
publication of progressive and a few As an artistic journeyman Sloan 
avant-garde prints. had taught himself the craft of etch- 

In contrast to the immediate past, ing with the aid of The Etcher’s 

when almost all of the earlier Ameri- Handbook by Philip Gilbert Hamer-
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SS eS a ! \ 3.1 
Bo ee GEES Li | John Sloan 
Poo ae co : y j |. Turning Out the Light 
Sees ee wet ee j Etching (1905) 434 x 6% 
Gea gli J | © One of the New York City Life series. This 

: Ne One oe es yi ase ‘print was among thirteen etchings offered 
CS BIE. ~ a Ore —4 { i as premium prints with a year’s subscription 
SS a 2S eS = 4 an . yy f Q Kk to the [old] Masses (October 1 913). 

oF va | Me Sha =o aS Shown in the retrospective exhibition, : 
ee BS aN A KK LggeN in \ 4 1 = EE J : Americans at Home and Abroad: Graphic 
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ton, the English critic and occa- scatter of recognizable likenesses, in- they be withdrawn, an accusation 

sional etcher.' The prints Sloan cluding those of his mentor Henri and threat that infuriated Sloan and 
produced between 1888 and 1894 and other artist friends who were triggered an outraged protest.* Fi- 
were a miscellany of architectural decried as the “Black Gang” or nally, in 1909, a rare published com- 

renderings, calendars, greeting members of the “Ashcan School.” pliment for his prints appeared 

cards, and other commercial items. During the years when Sloan was _ when Charles Barrell praised Sloan’s 
A decade later, Sloan created fifty- painting and etching many of his work in “The Real Drama of the 
three etchings as illustrations for the _ finest images of American social be- Slums, As Told in John Sloan’s 

novels of Paul de Kock. Sloan’s havior, he managed to exhibit his Etchings,” an article in The Crafts- 
prints also received casual attention — work in a random way although man illustrated with several prints 
when five were displayed at the Uni- _ there were very few purchases and from the New York City Life set.* 
versal Exposition in Saint Louis, an __ the financial returns were shockingly — Sloan made a heartening print sale 
exhibition that was marked by the meager. The earliest of the infre- the following year to John Quinn, 
haphazard selection of works by quent sales of the New York City Life the flamboyant and eccentric New 
American printmakers, both living etchings was in February 1906, York lawyer and friend of artists, 
and dead. Soon thereafter Sloan, when Henry Ward Ranger, whose who later served without compensa- 
whose powers of observation had artistic outlook must have been tion as the legal counsel for the Ar- 
been sharpened when he worked as _ more liberal than those of his fellow — mory Show. Sloan received $340 for 
a topical illustrator for Philadelphia _ painters elected to the National a set of his fifty-three prints illustrat- 
newspapers, created the New York Academy, chanced upon a set at Sig- _ ing the novels of de Kock, as well as 
City Life prints, the ten etchings of | mund Pisinger’s small Modern Gal- _ several other etchings and a litho- 
1905-1906. Turning Out the Light  \ery and framing shop.* Later inthe graph; Quinn also added other 

(fig. 3.1) was one of the unalloyed year, the series created a minor furor _ prints to his collection from time to 
transcriptions of city life that typ- and an embarrassment for the etcher _ time. But Sloan’s lack of a good 
ified the intimacy and truth of Charles Mielatz. As Secretary—the dealer and consistent market for his 
Sloan’s visual documentations. On only residual officer—of the mori- etchings made him willing to try 
an impression of this print, once in bund New York Etching Club, more than one unusual ploy. In 

| the collection of John Quinn, Sloan Mielatz invited Sloan to display the 1912, he designed an illustrated 

inscribed “Rear 24th St.,”? testi- group at the annual exhibition of brochure for a mailing to sixteen 
mony that his etchings depicted the American Watercolor Society in hundred addressees selected from 
identifiable places, were selections the galleries of the National Acad- Who’s Who, offering the ten prints 
from the abundant genre of daily emy of Design. The hanging of the of New York City Life and two addi- 
life and labors of New York City etchings led to a charge that four of _ tional etchings for $35. There were 
dwellers, or contained a biographic them were vulgar and a demand that _ only two purchases.® In the same
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year Sloan accepted the position realistic subject. It prompted Sloan _ usual frustrations of artists untrained 
of unpaid Art Editor of the [old] to remark, “I just saw it and etched _in the techniques of lithographic 
Masses, a reformist and socialist jour- _ it” (from his studio window).’ printing. In August 1905, Sloan 
nal of opinion edited by Max East- Sloan’s descriptive draftsmanship acquired W. D. Richmond’s late- 
man. The inside back cover of the and understanding of social realities _ nineteenth-century Grammar of 
issue for October 1913 presented a _ converted readily to satirical com- Lithography® and, about the same 
premium offer which, in hindsight, mentaries. Satire is an art of critical _ time, had his first lithograph, Gold- 

seems irresistible. Reproduced in judgment-making that begins with a _fish, proofed by a pressman working 
photoengraved illustrations were all _ familiar reality before it is trans- for Judge, the famous humor maga- 
ten of the New York City Life etch- formed, through selective or ex- zine of the period. Apparently he 
ings plus three additional prints. aggerated overstatement, into a had a sudden vision, though unful- 

The accompanying text informed commentary of ridicule, either hu- filled, of becoming a leader among 
readers of the bargain (fig. 3.2): morous or deadly serious. Unlike American artist-printmakers who 

the prints of satirists such as Gillray _ might adopt lithography, and wrote 
JOHN SLOAN’S ETCHINGS or Daumier, Sloan’s were rarely to his wife Dolly, “I’m glad that I 
The Original Etchings, shown in filled with scintillating wit or have made the first lithograph of the 

reproduction, on this page, are on plates rapierlike thrusts. Rather, his tran- crowd. In case they all start, it gives 

about 5 X 7 inches, printed on imported scriptions of realities were mild and _ me prestige, makes me the father of 

French etching paper with good amusing satirical restatements of them. In fact I want to go it alone if 
margins. The regular price of these eternal human frailties and follies re- _ possible.”"' But the difficulties of 
proofs is $5.00 each. enacted—typified by the covey of lithographic printing seemed for- 
YOU CAN HAVE ANY ORALE OF girls who pause fleectingly in front of _midable and a subsequent flurry 
THEM AT $2.00 EACH, The Showcase (fig. 3.5), intrigued by _ of work in 1908, when five prints 
PROVIDED YOU ADD TO YOUR a display of ladies’ intimate para- were produced, was a collaboration 
ORDER $1.00 FOR A phernalia, while one turns quizzi- with Carl Moelman, a professional 

LAPS eee cally toward a woman leaning on printer from the Ottman Litho- 
we ncn es the arm of an escort, whose fash- graphic Company of Elizabethport, 

ionable conformation comes from New Jersey. Their struggles with the 

91 Greenwich Ave.—New York the busks and bustles featured by press and proofing were comically 
(from the [old] Masses 5.1 [October 1913]: the emporium of “Madame Ryanne” drawn as a lithographic cartoon on 
23) (at West 23rd Street and 6th one of the stones. For the last few 

Avenue). lithographs, made in the early twen- 

The “loss leader” should have at- Sloan enjoyed observing life, and _ ties, Sloan turned to Bolton Brown, 

tracted opportunists, if not steady responded by recreating delightful one of the two newly established 
subscribers, but on Sloan’s personal _ street scenes such as the three shop- _ master printers who were to assist 
copy of the October issue is his girls, their arms filled with lilies, many American artists in creating 
handwritten comment, “Not one strolling blithely through an April fine planographic prints. 
order was received for this offer / shower on an Easter Eve, Washington In France or England, artists 

John Sloan.”’ Of his five etchings Square (fig. 3.6). This print, and could work closely with the litho- 
accepted for the Armory Show, the many others that Sloan created dur- _ graphic printers in the workshops of 
single sale—to William Macbeth for ing the two decades after 1905, rep- _ Lemercier and Ancourt in Paris or 
$10—was The Picture Buyer (fig. resents the lively urban genre that he Thomas Way in London. But there 
3.3), an amusing portrayal of the art introduced into American etchings, _ had been no similar partnerships 
dealer in his Macbeth Gallery, atten- _ while preserving for us one of many _ for printing in the United States. 
tive only to a favored client whose settings and insights of life in New Impressed by the successes of the 
decision about a purchase hung in York in an earlier time. French, in 1896 Montague Marks, 
the balance.® Sloan occasionally worked in editor of the Art Amateur, spon- 

The controversies about art that other media. Among his few relief sored an American Society of 
erupted in those years were of many __ prints were several placards an- Painter-Lithographers. Beyond a 
kinds, but the criticism of Sloan cen- nouncing annual exhibitions of the few artists who attempted a handful 

tered on the subjects considered to Society of Independent Artists at of lithographs there was no interest 
be seamy realities, unworthy of fine the Waldorf-Astoria Hotel, posters and the Society foundered.” Lithog- 
art. Love on the Roof (fig. 3.4), show- that are of interest mainly as art- raphy in this country was still bur- 
ing a youth and a woman hanging historical memorabilia. His random _ dened by the tradition of replication 
out her husband’s wash, was sucha _ efforts in lithography reflected the in ways comparable to those that ex- }
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isted in the wood-engraving trade. had had lithographs printed at Le- and the limit is only that of prac- 
The printing industry followed the mercier’s in Paris, had purchased ticality or desire.” '* The “expert 
practice of using artisans as litho- a press for his New York studio, and __ printer” was George Miller, with 

graphic draftsmen, or were convert- _ needed the knowledge and skills of a whom Bellows had become ac- 

ing to the new technologies of first-rate printer. In 1915, an exhibi-  quainted when visiting Albert 

photolithography. In 1895, H. C. tion of Sterner’s monotypes and Sterner at his studio. The collabora- 
Brunner observed caustically that, lithographs had intrigued Bolton tion became a felicitous one for 
“... the artisan draughtsman who Brown, an artist of modest abilities. both the artist and the master- 

redraws the artist’s picture on the Brown spent a year in London mas- _ printer. 

stone—is a man of enduring force tering the medium. By late 1918 or Bellows’s images of America were 
of character only to be found in the _ early 1919, he had set up equipment as authentic as those etched by 
mule or the martyr at the stake. . . . in New York and invited Sterner, Sloan, but they were different. One 

Most lithographic draughtsmen in Bellows, and other artists to draw may suppose that Sloan carried a 
the country are either Germans or on the stones,'* and in 1919 seized sketchpad in his pocket, ever ready 

German-Americans, and they adhere an opportunity, with John Sloan to be withdrawn for synoptic, on- i | 

with persistence to the traditions of drawing the images, to demonstrate __ the-spot visual notations of the inci- i 
the German technique. . . . [They] the printing of artistic lithography at dents that swirled about him in New 
have very little use for Art and a the Pratt Institute." York. Bellows chose his subjects 
profound contempt for the Artist.”'% On 15 March 1917, George Bel- _ more deliberately, evoking well- 

Nearly a score of years later, lows wrote to his old friend Joseph —_ imprinted experiences of his youth 
Joseph Pennell was complaining bit- Taylor, a professor of English at or describing current customs and 
terly about the commercialism of Ohio State University, “Litho- dramatic events with keen selectivity, 
the American lithographic industry graphs—I have been doing what I deeply fascinated but less intimately 
and the suspicious stubbornness of _can to rehabilitate the medium from _ involved. His most popular prints 
craft-union printers who resisted the _ the stigma of commercialism which _ were artistic transformations of \ 
presence of outsiders, including has attached to it so strongly.”'7 He __ early-twentieth-century realities, un- be 
artists, in the pressrooms. Pennell, had already lent an impetus to the blemished in their basic veracities. iz 

fortuitously, was to discover one ex- _ reevaluation of lithography by his Moreover, Bellows’s lithographs pre- J 
ception. Robert G. Leinroth, art early efforts the year before. And the _ sented a broader slice of the life of 
manager of the Ketterlinus Litho- immediately favorable response to his times than did his paintings: rec- 
graphic Manufacturing Company in _Bellows’s prints, coupled with the ollections of his formative years in 

Philadelphia, turned out to have continuing respect for and success Midwestern America, vivid events of | 

been one of Pennell’s fellow students _ of Pennell’s lithographs, forecast, at the passing show of New York City 

at the Pennsylvania Academy. Lein- _ last, that lithography would be life, leisurely diversions of his family 
roth personally arranged for him to recognized by artists and audiences and the middle-class generally, social 

work with a German-trained lithog- _ alike as a legitimate and resource- moralizing, and frequent studies of 
rapher, a Mr. Gregor, who sympa- ful medium for American artist- the female nude. 
thetically, skillfully, and to Pennell’s _ printmakers. Bellows’s talent as a Sunday Going to Church (fig. 3.7) 
satisfaction transferred his litho- draftsman and experience as a maga- was a memory of his boyhood. In 
graphic drawings and proofed the zine illustrator allowed him to make —_ 1897, the tradition of a Sunday 
stones for the Panama Canal series an easy transition to drawing on morning in Columbus, Ohio, took : 

(1912),* lithographic stones. Moreover, he the Bellows family in a surrey down 
The indifference or hostility of began sensibly by equipping his Gay Street as a part of the parade of 

the lithographic companies and their own studio with a lithographic press _ faithful, with father Bellows hailing 
artisan employees was circumvented and stones and, astutely, seeking the — the Reverend Purley A. Baker, Gen- 

a few years later by George C. Miller assistance of professionals: “I have a __ eral Superintendent of the Anti- 
and Bolton Brown. Miller, who stone grinder come in to remove the Saloon League of America. Lank, 
came from a family of lithographers old drawings and regrind the stone young George, uncomfortable in the 
and had advanced to the position of | with proper surface, and an expert crowded rig, surely suffered from 

foreman in charge of proofing at the _ printer three nights a week to help the rasplike edge of a high, starched, 

American Lithographic Company, me pull the proofs. I print approx- detachable collar, the straitjacket 
became a master-printer to artists imately fifty proofs of each stone haberdashery, and the unyielding : 
when he opened his studio in 1917. and, while the stone is easy to spoil _ pressures of a stiff, straw boater, 

He was “discovered” by Albert and change, by expert handling the — which comprised the uniform of the 
Sterner, the painter-illustrator, who _ proofs can be made to vary or not day that teenage boys were com-
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! pelled to endure on mornings of the ing. Wednesday night prayers were 397. is 

| Sabbath from then until the 1920s. usually for the faithful elderly, George Bellows ae 
Religion had deep roots in Amer- _ though now and then a sprinkling Sunday Going to Church ae 

ica. The social manifestations of reli-__ of the young attended, serving their _ Lithograph (1921) 12% x 14% ey 
i gion were typified in numerous terms as family-delegated com- Printed by Bolton Brown. . et Pa 
‘ prints by Bellows. The setting of panions of widowed grandmothers. bay =” = voici of Bellows’s ea as 

Village Prayer Meeting (fig. 3.8) was The prayers of the elders were im- ae oes ners oa peru Sane i @ 
{ Monhegan Island, but its counter- promptu and fervent, punctuated H ance aA as | 5 

| parts existed endlessly across the Bi- and encouraged with frequent i ‘ fe 

| ble Belt of the Midwest. Bellows “A-mens” shouted by those seated id 

| described the subject as a “humor- in the front pews. Bellows recon- Be 

| esque of Deacon Smith ona Wednes- __ structed every detail infallibly—the Med 

j day night,” although it also was an dark interior of the small, spare ey 

I iconic symbolization of the midweek — church with “Gothic” windows, the ee 

restoration of the spirit, a part of the long pews with a scatter of the el- Bea 

weekly regimen of Methodism in derly and a young girl, a village ge 
| which George Wesley Bellows had spinster poised at the piano, and } i 

| been raised: Sunday school, church, “Deacon Smith” witnessing with Bal 

Epworth league, vesper service, and, _ prayerful spirit. bes 
on Wednesday evening, prayer meet- The religious crusades of William oa 
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a 3.8 Ashby “Billy” Sunday were travelin: friends offered support to the con- ¥ a y y J g Pe , i i 
i George Bellows spectaculars. A baseball player verts overcome by the emotions of ! 
Be Village Prayer Be ee Ne 2 turned evangelist, Billy Sunday the moment. A choir filled the pavil- ‘ 

; Lithograph (1916) 18% 22% barnstormed across America draw- ion with hymns of praise, its an- 
ini eed y Coa EG z ing unprecedented crowds during thems rising to the loft of the 7 
4 Shown in the exhibition, George Bellows: ii : . Fj 
Ra Ae : ‘ is campaigns for Christ. In January wooden tabernacle where a great ' 
La Paintings, Drawings and Prints, at the TOUS. the MennoLiae ah , g b laimed CHRIST FOR Mi 
ra Art Institute of Chicago (1946). ) ie él ropo. an Magazine anner proc aimed C Ss O BN , 

ee Santa Barbara Museum of Art. Gift of sent Bellows and John Reed, the PHILADELPHIA— PHILADELPHIA Ye 
Ee Mr. and Mrs. John D. Graham. radical writer, to report on Sunday’s FOR CHRIST. ae 

revival meetings in Philadelphia. The flamboyant histrionics of the 
a) The Sawdust Trail (fig. 3.9), a rib- evangelist were dramatized in a sec- 
a] 3.9 bon of wood chips blanketing the ond lithograph, Billy Sunday (fig. y 
a Goose Bellon dirt floor of the great tabernacle, al- 3.10). Leaping upon the makeshift ey 
E 5 The on ee Tt luded to the path to Billy’s bless- tables built for the callous, but ever- x 
5 : Lithograph (1917) 25% x 20 ing—and salvation. At the front of _ present, members of the working ; 
ea Shown in the exhibition, George Bellows: the stage, between the table for the press, Billy threw out his accusations 

a Paintings, Drawings and Prints, at the press corps and the display of gifts of sin and challenged the throng to 
o Art Institute of Chicago (1946). from devoted followers, Sunday be saved. During Sunday’s crusade 
Bae Elvehjem Museum of Art. Department of _ leaned down to grasp the hand ofa _ in Philadelphia, 41,724 “came for- a 

a Art History Purchase. skid-row bum as attendants and ward” for Christ. 

. | 

A 
Se ie
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3.10 None of Bellows’s lithographs of | Masses as a drawing of frolicking 

George Bellows American religion were complimen- _ boys loafing, quarreling, and swim- 

Billy Sunday tary and most became scathing com- ming that had been anticipated by 

Lithograph (1923) 8!%6 x 16% mentaries on moral hypocrisy, es- Bellows in two earlier paintings, the 

Countersigned by the master-printer, pecially The Spiritual Potentate of River Rats (1906) and Forty-Tio 
Saree Daan the Anglican Church or a Benedic- Kids (1907). Three years after the 
Shown in the exhibition, George Bellows: ee ab d nlackeediaw: : lished. the com: 

Paintings, Drawings and Prints, at the Hon ace ee Stowe. Upon Ee was pupasnee te 60 

Ari Instanse of Chicago (1940). prisoners of a chain gang. Bellows position, reversed, was converted 

Cleveland Museum of Art. Gift of also expressed his deep distaste for into Splinter Beach, the lithograph. 

Leonard C. Hanna, Jr. : Billy Sunday and his evangelistic Bellows described the action and 

demagoguery in words, “Do you locale as “. . . bathing urchins un- 

know, I believe Billy Sunday is the der Brooklyn Bridge . . . .” with a 

worst thing that has ever happened _ stubby tugboat plying waters of the 

to America? He is against freedom, East River. Then with a lithogra- 

he wants a religious autocracy, he is__ pher’s needle he scratched his name 

such a reactionary that he makes me _ into the section of the stone that 

an anarchist.” ? represented the pilothouse, feigning, 

Bellows had been a successful il- for his own amusement, “Bellows” 

lustrator for New York periodicals as the name of the small harbor 

before John Sloan, upon accepting _ craft.” 

the art editorship of the [old] Mas- Identifications of people, place 

ses, persuaded him to contribute to names, or locales offer dimensions 

the struggling liberal journal. Be- of interest in works of art that in- 

tween 1913 and 1917 twenty-five crease their attractiveness to viewers 

drawings by Bellows were pub- or prospective purchasers. Many of 

lished, some of them serving as pro- _ Bellows’s prints displayed person- 

totypes for the subject-matter alities and places in the lithographs 

themes and compositions of later of prizefights, and none more dra- 

lithographs.” In July 1913, Splinter matically than in his reconstruction 

Beach (fig. 3.11) appeared in the of the Luis Firpo—Jack Dempsey



F p eth nt DEAE MeTR ETS ae uIEIEE ee eee peered “creatine anette 

Years of Diversity and Progress: 1905-1930 55 i 

eget é = 4 A earcaae 

ee ee ? ; B po 2 ee | 

| PN ert ae : ci seg Meee 5 tae . 5 

’ 0 = : : ee me 

| = fst aa : bays ee ead ; Fons ane 

«a eee eS 
‘Te ‘nia ‘a eet f a7 ; se Se he Kea 
OLS Sa a oe. Se 
A) x ea Tee on a | EB 

Sas ia lena ee + See rie eS Ew ea 
aad oe j ri Pe Bee J ry Pe ee Berio, Le a 
ol 4 By ee” ee Si yan va r a f 

‘ eh Q 7 A oe B " w ar ; a | 
wey. Ss: OF ST ay eee r RA eee ea a) ey | 

} p Suns od % 1 a nk Tei oe, gee } : ea eh | ce y DS uk SA Bo ae ae | ig a [aie Nt ? ie aide ay oe & 
| oe, \S iy) vi, ee eee Wale 

] ? ‘ i Pe rN 4 & we Gc acme i 

Ns 4 =. AA 5 Ps y ee oe ros a F j 7 

Wiad oF 5. BD Pd he Bo BAN ex Wa | i 
a“ nN F oye Pa. ee aes «Mf : ay ey : ‘ | 

i i aan & 2 E eR 5 ee, Pas | 
« y S Sas , ° ns iS 

f “ tS ee ae p i 

match at the Polo Grounds when legitimate events for “dues-paying 3.11 i 

/ the “Wild Bull of the Pampas” members of a club” though, in George Bellows i 

knocked the “Manassa Mauler,” and __ truth, anyone who patronized the Splinter Beach : i 
World Champion, through the saloon on a boxing night could Lithograph (1916) 15x 19% Hea 
ropes. The incident was shocking attend the fight. A “stag night” was The COMPOSITE 7h Teter ES TE p a Be 

! and was compounded by contro- for men only. Bellows’s print showed ps an net in the [old] Masses Ned 

versy as to whether a spectator had an exhibition of boxing that deterio- ag 1 i M “Art. Gift ie 
helped Dempsey back into the rin rated into a brawl between pon- PRES ES ene AEC & el psey 8. rc iP Mr. and Mrs. Ira Gershwin. = 
The match was reported and argued — derous heavyweights. The darkened ies 

! on sports pages everywhere, which arena, the lusty ringside crowd, and = 

| increased the topical appeal of Bel- the spotlighted pugilists recreated faa 

! lows’s print. the vivid atmospherics of an Ameri- : 

| Earlier in the century, public can genre that was familiar to sport Be 

. prizefights were illegal in New York enthusiasts anywhere—New York or ist 

. and A Stag at Sharkeys (fig. 3.12) Kansas City alike. fees 

! was Bellows’s recollection of a “pri- Although Bellows had once cre- a 

vate” event in one of the old boxing _ ated an admirable etching of a stu- fea 

} clubs. Tom Sharkey, former fighter dio—Robert Henri’s Night Class, ea 

| and Westside saloonkeeper, pro- with the members at their easels Be 

moted bouts in the back room, us- painting the nude model—he fa- | 2 4 

ing the subterfuge that they were vored lithography which satisfied iE ; 

| i 

ss
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. 
a 3:12 more readily his preferences for a years after his arrival in New York 
sf George Bellows broad kind of draftsmanship, fre- from Columbus, his painting River 
| A Stag at Sharkeys quently combined with a pervasive Rats was accepted for the spring ex- 

: : Lithograph (1917) 18% x 23% chiaroscuro of atmospheric lights hibition at the National Academy of 
A a by apie eee ; and darks. The responsiveness of the Design and, in 1908, some of his 

a own in the exhibitions, George Bellows: medium to Bellows’s varying needs paintings were purchased for the 
a Paintings, Drawings and Prints, at the ioehects = : s : : Ea Art Institute of Chicago (1946), and for dramatic effects—sensations of permanent collections of the Penn | 
a George Miller and ae Li ape ee and strength, luminous clar-_sylvania Academy of the Fine Arts 
a at the National Museum of American Art ties, OF linear simplicities—was a and the Metropolitan Museum of 

7s 5 (1976). demonstration to other American Art. In 1909 he was elected the 

aa Achenbach Foundation for Graphic Arts, artist-printmakers that lithography youngest Associate in the history of 
ay the Fine Arts Museums of San Francisco. could serve well in achieving splen- _ the National Academy. Soon after 
as did coalescences of content, style, he adopted lithography in 1916, his | 
ce and technique. prints began to command a com- 
a In contrast to the long struggles __ parable attention. With great alac- 

Pay for recognition that plagued John rity, F. Keppel & Company arranged 
ee Sloan and Edward Hopper, the a display in 1918 and, during the 
ee sudden artistic success of Bellows next year, Albert Roullier in Chi- 
cate marked him as an extraordinarily cago and the Doll & Richards Gal- 
an x = a FB ae 
aa young “master.” In 1907, only three _ lery of Boston featured exhibitions ee youns y y 
Ba
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of his prints. The interesting sub- Hopper first sold a painting in structures. By night, the people 
jects and vigorous handling made 1913—from the Armory Show— emerged from shrouded streets and 
them so appealing that Keppel’s gal- _and then there was an interlude of somber alleys, then quickly dis- 
lery scheduled additional exhibitions _ ten long years before a second pur- __ appeared toward unknown 
in 1921 and 1925, the latter open- _ chaser appeared. During this period __ destinations. 
ing posthumously, in the year of of neglect, Hopper supported him- Shadow Dance (fig. 3.13) was cre- 
Bellows’s untimely death. self by commercial art. He remained ated with raking lights and darks, 

Conversely, Sloan was forty-two artistically productive, however, and, the stage a New York north-south 

years old before he first sold a paint- _ as had Sloan, received passing notice artery. The dancers were striding 
ing in 1913. It was not one of the of his progress by his exhibition at girls of the flapper age—reduced to 
few he displayed in the Armory the Whitney Studio Club in 1920.” weightless silhouettes edged by 
Show, but a singular purchase by Five years earlier, Hopper’s inter- _ translucent filmy frocks—who per- 
the incorrigible Dr. Albert Barnes, est in etching and drypoint had formed Lewis’s visual metaphor of a 
developer of Argyrol, who was set- _ been piqued to the point that he modern Dance of Life. In Relics (fig. 
ting out to acquire objects for his sought the guidance of Martin 3.14), his sober sets of city nights 
private collection. Moreover, Sloan Lewis, an artist and friend who had __ was etched as a darkened cross 

was unable to gain a sound associa- turned to intaglio printmaking a few _ street, lighted only in the limited 

tion with a dealer until after a dis- months before. Lewis offered tech- _ reach of a glaring streetlamp, where 
play of his work was sponsored, in nical advice to Hopper when the a transient jitney and random walk- 
1916, at the Whitney Studio Club, _latter installed an etching press in ers restlessly passed the aging build- 

| the lively meeting place of artists his studio and pulled his first trial ings and drunken derelict. 
that received subventions for adec- _ proofs. Those impressions initiated The prints of Martin Lewis are 
ade from Gertrude Vanderbilt Whit- a distinguished, though brief, inter- _ filled with splendid perceptions. 

| ney, sculptor and wealthy patron of —_lude of printmaking in which Hop- _ Nonetheless, they rarely awaken in 
American art and artists. The Studio _ per explored and tested conceptual _ the beholder the depth of personal 
Club display led the Kraushaar Gal- _ and compositional modes that fore- _ response evoked by Hopper’s prints, 
leries to adopt Sloan and, at last in cast new dimensions for his art, in which symbolize subtilely the isola- 

1917, he received long-sought at- prints as well as later paintings. tion of the individual within forbid- 
tention by a show of paintings and Both Hopper and Lewis dis- ding environments, either rural or 
forty-three prints. played visual correspondences in a urban. Justifiably, however, Lewis 

Edward Hopper, who was Bel- striking power of atmospheric lights _ was acknowledged as a discerning 
lows’s age to the year, suffered pro- _ and shadows. The characteristics of | and accomplished artist when his 
longed discouragement until Frank _ their subject selections and inter- prints were published by Kennedy 
Rehn began to exhibit his water- pretations were markedly different,  & Company, the successor to 
colors in 1924 and then featured his _ though each in his own way and H. Wunderlich. Moreover, he was 
etchings and paintings ina one-man _ more often than not revealed a grav- honored by a monograph in the se- 

| show at the Rehn Gallery in 1927, ity of spirit in American life. Lewis, ries Modern Masters of Etching, 
two years after Bellows’s death. a vagabond Australian until he edited by Malcolm Salaman, the En- 
Hopper also had studied with Rob- curbed his wanderings, became glish critic of conservative tastes—a 

ert Henri and must have experi- keenly observant of the New York recognition that Salaman never 
enced the latter’s commitment to scene in the twenties and thirties. granted to Sloan or Hopper al- 
realism in American art. In 1906, he Unlike Pennell who was enthralled though thirty monographs were 

| spent a year abroad, for the most by the distant views and dramatic issued.” 
| part in Paris, at a time when the cap- _ skylines of The Unbelievable City, Hopper created most of his prints 

ital of Western art was filled with a Lewis etched the restless movements between 1919 and 1923. He was 
ferment of artistic radicalism. But of people in the streets below. They —_ encouraged by two awards in 1923. 
the turmoil touched Hopper only were depicted as anonymous urban —_ East Side Interior (fig. 3.15) received 
by a sensitivity to compositional ab- _ dwellers whose identities were fleet- _ the Frank Logan Prize of the Chi- 
straction that thereafter underlay the ing in their hurried passing through _cago Society of Etchers and the 
environments and figures in his rec- _ city settings that were indurate or W. A. Bryan Award at the 4th Inter- 
ords of American realities, often impersonal. By day, piercing shafts _ national Print Makers Exhibition in 
more profoundly portrayed than of astringent sunlight mapped urban Los Angeles. More important, many 
those by Sloan and Bellows. Two channels for office workers who of the prints prefigured the subject 
discouraging decades were to pass marched the avenues through shad- _ content and pictorial style that Hop- 
with only slight encouragement. ows cast by Manhattan’s massive per distilled later in austere and pro-
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3.13 found paintings. Hopper acknowl- painted imagery of the solitary NY 
Martin Lewis edged that “after I took up etching House by the Railroad created five { 
Shadow Dance my paintings seemed to crystal- years afterward. In both works, in- 

7 3, ne : : . 

ce pare as 10% ize.”** The sequence was contrary sistent horizontals of rails and road- 
sO Shee 2) Kennedy © Coupany, to the course of some painter- bed, cutting severely through the 

successor to H. Wunderlich. . 
; ; i Se printmakers who, more frequently landscape, declared the harsh thrust H Shown in the retrospective exhibition, i laanthen Bed ae ad jacuin ical American Prints, 1870-1950, at the Bal. t822 One would wish, have restate of time and transportation in isolat- 

timore Museum of Art (1976). in prints the subjects and composi- ing the aging structures. Moreover, 
Baltimore Museum of Art. Gift of Blanche tional arrangements of their well- the symbolic rails of the etching, 
Adler. " known paintings without converting _ slashing the composition from end 
314 them into unique works by exercis- to end with a starkness unrelieved 

M: ‘ F ing a graphic sensibility. by the returning herd, was an unor- 
artin Lewis : : : 5 zs 

Rein American Landscape (fig. 3.16), thodox artistic device unacceptable 
Drypoint (1928) 11% x 9% etched with a nineteenth-century to the theories of composition 
Published by Kennedy & Company, farmhouse and outbuildings as rel- taught at the time. 
successor to H. Wunderlich. ics rising from a narrow swale be- Hopper’s frequent preference for 

College of Wooster. John Taylor Arms tween railroad tracks and a darkened a single, lonely figure in a urban in- 
Collection. background dune, anticipated the terior evolved through several etch-
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He 
e ad 3.15 ings before he created the haunting _ deadening reflections from the 
4 Edward Hopper content of The Evening Wind (fig. _ blank, confining walls of a light 
2 oe i: 3.17). And, though he objected shaft. 
By ne x I hat “ he loneli- irer of F some years later that “. . . the loneli 
Af In 1923 this print received the Frank Ling; » = ore Ceaea a pape eae ae : ; : ness thing is overdone . . .” by the rints of the distinguished mid- 

: 4 Logan Prize of the Chicago Society of a : wpere vali Ie ce Ad Eichers and the W. A. Bryan Award at the critics, his sensibility to that reality _ nineteenth-century French etcher, 

ea 4th International Print Makers Exhibition Of the human condition is present or Charles Meryon, either while he was an at Los Angeles. In 1926 it was published by powerfully implied in many of his in Paris or when he turned to etch- 
au the Weyhe Gallery and shown in the travel- works, singularly so in an oil paint- _ ing. In view of the intensities of 
a ing exhibition, Fifty Prints, sponsored by ing of 1928 entitled Eleven a.m.” light that pervade the art of Hopper, 
a the American Institute of Graphic Arts. The succession is clear as features of _ it is not surprising that he was im- 
rae Museum of Fine Arts, Boston. The Evening Wind became anteced- _ pressed by Meryon’s masterful treat- 
Ei ent to his revisions in creating a ba- _ ment of light on architectural sur- 
oe nal and overbearing hotel room faces. Hopper’s favorite print was 
=) within which a solitary, seated, im- Tourelle de la rue de la Tixéranderie 

mobile, and naked young woman (fig. 1.5).?° And bold sunlight or in- 
Pe stares toward a corresponding open _ tense artificial illumination, which 
a window, now illuminated by the often exaggerate a banality or harsh 

aa 
a | S 
o
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3.16 ie 
| Edward Hopper & j 

American Landscape | 
| Etching (1920) 72x 12% 

Museum of Fine Arts, Boston. i j 

fs 
tha i 

| te 
| ugliness of the American landscape, _ isolated place within the nightly Hayes Miller’s Play, Peggy Bacon’s ete 

were features which Hopper con- abandoned heart of a great Ameri- Promenade Deck, and The Sentinels of ! a 

verted with simplicity and skill into can city. 1 North Creek by Ernest Haskell. The ea 
austere or quietly dramatic environ- Night Shadows was one of a group _ offer was repeated in the following iis 
ments. The barrenness of place and _ of etchings that comprised a pre- three issues with an announcement ie 
people was symbolized when he mium offer of the New Republic on 7 January 1925 that “. . . only a is 

} painted three stray Night Hawks sit- _ which turned out to be more allur- few sets remain of The New Re- fa 
ting motionlessly at the sterile ing than Sloan’s venture with the public’s magnificent portfolio of Six a 

} counters of a rawly lit, all-night eat- [old] Masses a decade earlier.On 17 Etchings. . . .” The text of the ad- g! 
ery surrounded by the oppressive December 1924, the liberal journal _vertisement gave a glowing brief on ie 
shadows of a silenced city. Two dec- _ printed a double-page spread (fig. each print and artist with a rare & 

| ades earlier Hopper had created a 3.19) advertising a portfolio of six compliment, for the time, to “ED- ee: 

q forecast of the painting in an etch- original prints and a year’s subscrip- | WARD HOPPER, whose ‘Night Shad- ee 

ing, Night Shadows (fig. 3.18). The tion—all for $9. Along with Hop- ows’ is included in this set, is a ee 

| print was an archetype of obdurate per’s Night Shadows, a subscriber finder of beauty in the seemingly ae 

{ structures, severe artificial lights, received The Bandit’s Cave by John commonplace. Robustly American Ba 

| and stern shadows in Hopper’s re- Sloan, Downtown, The El or Brooklyn he knows how to make even the He 

constitution of a lonely time and Bridge by John Marin, Kenneth supposedly hideous, gabled house of e j 

ce 
(pay 

| ne q 

ty | 
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Hi c 
. 
H 3.17 the 70s sing with design. Light (as _ well as trial or artist’s proofs.” Un- 
E Edward Hopper in ‘Night Shadows’—perhaps his happily for us, Hopper turned away 

; i The Evening Wind finest single plate) plays an impor- from printmaking in 1923. He took 
iG Brching (22) 72X87 tant part in all his work.” up the etching needle only one more 

Ef pisos of Fine Arts, Boston. Gift of One cannot learn how many etch- _ time, in 1928, when he created Bal- 
Q eer ings were printed for the New Re- cony which, not surprisingly, isolated 

cee ublic portfolios, though the edition two women amidst the empty rows g Pp Pi 8) ? : emptyere 
ce was large enough to warrant the hir- _ of seats in a vast silent-film movie 
ae ing of Peter Platt as the master- palace of the period. 
a printer. Platt had worked for Sloan The diversity that was developing 
' = and Peggy Bacon on other occa- in American printmaking during the | 
Bu sions, but his printing of the New second and third decades of the cen- | 
au Republic impressions was an excep- tury was compounded by the prints | 
a tion for Hopper who preferred to of Arthur B. Davies. Unlike the 
. 4 carry out the etching process alone, _ etchings of familiar American land- | 
ae even to the pulling of editions as scapes transcribed by Swain Gifford, 

ay
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; James Smillie, and the Morans, or and, shortly thereafter, persuaded 3.18 ‘ 4 
the realities of American life and ur- Benjamin Altman, the New York Edward Hopper q ’ 

f ban settings recreated by Sloan, Bel- merchant, benefactor, and collector, Night Shadows & 4 
| lows, and Hopper, Davies conjured __ to finance the artist’s first visit to Etching (1921) 6% x 876 = a 
| up figures and landscapes, at once Europe. Davies must have observed 1” 1924, this etching and five other origi- Ee 

! remote, poetic, and ageless. As in that Whistler.and, to a greater de- nals by American printmakers were offered a 
| cena eo a as a portfolio with a year’s subscription to Be his paintings, allegorical imagery gree, the French were proving by WEN Resale ai for 5 2 oe Bea 

predominated and the idealized their prints and posters that lithog- ters dere bie | thera & 
j nudes that were even more promi- raphy was a process with which bril- Printmaking: 1913-1947, at the Brootyn fe 

nent in the lyrical landscapes of the liant works of art could be created. — yuseum (1947), and Americans at Home ce 
| prints assured an evocation of time- And Davies, always willing to try a and Abroad: Graphic Arts, 1855-1975, aed 

j less realms. They were features rarely variety of historical techniques, at the Elvehjem Museum of Art (1976). i i 
found in American printmaking of added the medium to his repertoire —_ Elvehjem Museum of Art. Anonymous if 

| any period. by some early printmaking in li- Fund. BS 
! William Macbeth, the dealer, thography (fig. 3.20), technical ven- E 2 

sponsored Davies as early as 1893 tures that were unusual though not g is 

: EE 
tte 
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artistic independence. Davies unrestricted and triumphant; more 3.20 
was a founder, and then president, than ever before, our great coun- Arthur B. Davies 

of the American Association of try had become a colony; more The Picnics 
Painters and Sculptors, the league of _ than ever before we had become Lithograph (1895) 54x 2 ee. 

independent-minded artists com- provincials.” *° New York Public Library, Prints Division. 

| mitted to the promotion, exhibition, American artists received consid-_—_—_<§ 
and selling of progressive American _ erable representation, but prints 

art. Paradoxically, the major effort of | were given scant attention. A few 
the association during its short ex- prints by Pach, Sloan, Weir, and Kuhn had urged him to create a few 

istence was a diversion from its Frank Nankivell, were displayed, as prints that could be invited for dis- 

avowed purposes, engineered by well as three etchings by Charles H. _ play in the third annual exhibition 

| Davies, Walt Kuhn, and Walter Pach White that were uninvited but ac- of the New York Society of Etchers 

in their determination to assemble, cepted after a review by the commit- at the Montross Gallery. The seven 
| as a substantional portion of the Ar- _ tee on American art. The European _drypoints that Davies produced 

mory Show, the most comprehen- section of the Armory Show, with quickly must have stimulated him to 
sive array of modern European art works by Matisse, Brancusi, Braque, continue and, in 1918, he displayed 

ever displayed on either continent.” — Picasso, and Duchamp, generated twenty-four prints in the one-man 

The reactions of the public and shock waves and long-lasting rever- exhibition at the Macbeth Galleries, 

critics to the avant-garde art objects —_ berations. Even Davies was to be in- most of them filled with the vision- 
were mixed but mostly derisive, fluenced, although briefly, when he _ ary and poetic features that had be- 

while those of some American art- dabbled in a manner of Cubism in come the touchstones of his art. 
ists were bitter. Jerome Myers, some of his works. The drypoint of Both 1920 and 1924 were pro- 
painter, printmaker, and member of 1917, Bathing Woman and Servant _ ductive years of printmaking for 
the association, recollected that, (fig. 3.21), was among those that Davies and among the gracious alle- 
“~. . Davies had unlocked the door were digressions from his usual con- _ gories, mythologies, and nudes was 

to foreign art and thrown the key ceptions and style. Davies created it  Maenads (fig. 3.22); an aquatint 
away. Our land of opportunity was during a time when his interest in with allusions to the maidens who 

| thrown wide open to foreign art, printmaking was reviving. In 1916, attended Bacchus, the god of wine. 

|
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< * pea gainers ne eo aes by Davies’s biographer, Frederic 
é ocx j ; ce | y a i Newlin Price of the Ferargil Gal- 

| ts 4 E er ut pe ) leries, or Carl Zigrosser of the 
h a) { Gee s a. a 1 Weyhe Gallery, who knew Davies 

ms Ph a CY a and purchased prints for his per- 
Vv i of shad Me A sonal collection.*! Zigrosser, in 

Ct bi ‘ yt . H proposing titles with seeming corre- 
. iY i we \ spondences, chose Pleiades (fig. 
& Ree Ts A may? A \ | i 3.23) for the print of seven maid- 

, : te ag ) ens—implying a connection with 
a aM i f the Greek myth of the daughters of 
a ee tS " Vy a Atlas who were pursued by the 

. i LS Dw giant hunter Orion and, after death, 
fons c y VY Fh if i miraculously transfigured as seven 
Tare | x Hi ; ; F f/ i i stars and transported to the vault of 

i re eh : ) \ | ere fie Vy the firmament near the constellation 

a AR Li aa ‘fh fi Ah Orion. 
i OD i id ; PAA, G Ny if f i } Lithography and etching/aquatint 

RA NA As SE TRS i iy / / combinations were the media of 

i) \ \ ) K} Ts fi , MF preference for Davies, but more 
by aM 4 wt ay i } than any other American printmaker 

# ‘') mY Waar ay) f the time he tested a range of % ‘h, u Pay ti fo} e he test ang 
y \ Hf A ‘ ‘ other techniques including dry- 
i p ah -’, f 7 point, mezzotint, woodcut, linocut, 

Wa &: ees | i 1 f ‘3 and, in late works, the color aqua- 
y ss 4 a t i 5 f i tints and lithographs that were dis- 

-B e : a / f | i played at the Weyhe Gallery in 
a; A i \" ” IM fs 1922.” Davies relied frequently on 
a A H q| the assistance of master-printers. 

‘i se ] W] | 1d Ernest Haskell and Frederick Rey- 
’ 4 4 ; i i rT nolds, respected etchers in their own 

, ae: A tn j right, printed many of his intaglios; 
hs a AS ay H Hy) the aquatints of the early twenties 

ty ~ se “Aa wae were pulled from the plates by Frank 
ih, . di ~ bt Fe Nankivell, his artist-friend and an 

N ‘ Bars 145) excellent etcher. Many of the litho- 

oe Map. graphs were assigned to George 
ea xa Miller whose shop, at one time 

threatened by lack of funds, received ‘ 

3.21 The idealized nudes and imaginary a timely advance from Davies.** 
Arthur B. Davies landscape of Maenads became more _—_ Others were consigned to Bolton ‘ 
Bathing Woman and Servant illusory in a veil of color when the Brown who, more prideful of his " 
Drypoint (1917) 6Y x 3% aquatint was printed on sheets of abilities than most master-printers, iN 
Shown in the exinbition of Davies’s works at seventeenth-century “Venetian blue” —_ countersigned impressions of Davies \ 
ee Mae Galloris (1918). . paper that Davies had acquired and Bellows with the penciled in- 

Art Institute of Chicago. Gift of Emily somehow and then turned over to scription “Imp[rimé]. Bol 
Crane Chadbourne. : E Se eee 

Frank Nankivell, etcher and master- Brown.” 

printer, who pulled and counter- The descriptive realism that was “ 
signed the brilliant impressions of so important to printmakers who . 
the edition. In a manner akin to sought to identify the social mi- 
Odilon Redon, for whom Davies lieu and visual environment of the 

had great admiration, his titles were | United States held no interest for 

frequently enigmatic or ambiguous. Davies. And neither the modest ab- 
Moreover, after his death, prints straction with which he composed 

without captions were given them his visionary images nor his toying,
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| . Pa NSS et Fis ee Aquatint (1920) 7% x 10% 
t _ ee a eg Vs lS 7 <4 Printed and countersigned by Frank 

! os Ft” | ha, Nankivell. 
' & ce wine ee Dee 3 «Shown in the exhibition of prints by Davies 

fe a pe aan Eee as , = 44 xY¥ @,| at the Albert Roullier Art Galleries (Chi- 
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for a time, with the more extreme flected the conventional conceptions ham Walkowitz, Arthur Dove, 

kind of abstraction conceived by the __ that were found in the prints of the Alfred Maurer, Max Weber, and 

Cubists placed his prints in the van- _ junketing American etchers favored | Marin—interspersed with presenta- 
guard of modern trends that were by Roullier and Katz. tions of Cézanne, Matisse, and Pi- 

being cultivated by other Americans. Chartres Cathedral (fig. 3.24) was _casso. Marin received mounting 
Major strides toward abstract con- one of many etchings by Marin that _ support from Stieglitz after the art- 
cepts and styles, tempered with per- the Albert Roullier Art Galleries had _ ist’s return to America in 1911. Un- 
sonalized and Expressionistic con- published, stocked, and then pro- quelled, and in reaction to the sen- 
tent, were taken more boldly by moted in an Illustrated Catalogue of sory stimulations of a tumultuous 
Max Weber and John Marin. The Etchings by American Artists. H.H. — New York, Marin converted the sim- 
very early etchings that Marin cre- Tolerton, the Chicago critic, was the _ mering verve of early prints to dy- 
ated while in Europe between 1905 author of the catalogue commen- namic artistic metaphors in his 
and 1911 revealed his artistic debts taries which noted that Chartres Ca- _ etched views of avenues, bridges, 

to Whistler’s style and skills or the thedral was “. . . considered by and skyscrapers—notably so in 
visual shorthand in picturesque ren- _ many critics as one of the best ren- Woolworth Building (The Dance) (fig. 
derings that Pennell and other turn- _ derings in black and white that has 3.26). And when Cass Gilbert 

' of-the-century etchers had exploited been made of that beautiful edi- dropped in at “291” he was stunned 
in thousands of European architec- _fice.”*” Even before the admired into speechlessness upon seeing a 
tural panoramas or vignettes. On view of Chartres had been etched, version of his internationally famous 
the other hand, a few of Marin’s harbingers of change emerged in architectural triumph transformed 
early etchings bore hints of an un- some of Marin’s prints. In Cathe- into a reeling apparition in a city- 
leashed verve, as in his unorthodox _dral, Rouen (fig. 3.25) he reduced scape made frenzied by the inten- 
treatment of the cathedral of Rouen substantially the usual picturesque- _ sities of Marin’s new interpreta- 
(fig. 3.25). They were forecasts of ness and tectonics in conventional tions. Few printmakers had ever 
the radical transcriptions of the sky- _ treatments of great Gothic build- envisioned a city with comparable 
scrapers, bridges, and cityscapes of ings, substituting a more ephemeral _ subjectivity and the etchings that 
New York which his later prints illusion by the skein of strokes Marin created in 1915 had no con- 
contributed to the emerging mul- which he scored spontaneously and _ temporary counterparts in the print- 
tiplicity of features in American vigorously into the etching ground —_— making of France or America. The 
printmaking. with the needle. The Cathedral, prints of that year alone reveal a 

After a brief career in architectural Rowen, or a similar print, was proba- _ wide range of expressive transcrip- 
offices, Marin turned to a casual and _ bly the etching of dispute when tions of familiar New York land- 

unrewarding study of art at the Marin, upon meeting Alfred Stieg- | marks. The sinuousness assigned to 
Pennsylvania Academy and the Art litz in Paris, was led to recall that, the Gothic shapes in his etching of 
Students League.** Then in 1905, “When my dealers, Roullier in Chi- — Trinity Church Yard (fig. 3.27) or 
with some diffidence:and at the ad- _ cago and Katz in New York were the collisions of man-made struc- 
vanced age of thirty-four, he sailed here recently and saw this, they tures below a symbolic sunburst in 
for Europe with a copy of Sylvester _ threatened to discard me if I did any Brooklyn Bridge from Brooklyn (The 
R. Koehler’s translation of the old more wild stuff like it.”** The “wild Sun) (fig. 3.28) were emotional re- 
and celebrated manual by Maxime stuff” that troubled the conservative sponses and artistic restatements 
Lalanne, A Treatise on Etching, in dealers was an early and modest ab- _ that would have been incomprehen- 

his luggage.** Within a year the erration and, soon thereafter, Marin 
Louis Katz Art Galleries in New set forth on a pathway of infinitely 
York and Albert Roullier in Chicago more radical direction. aS Se a ee Ee 
were selling Marin’s views and land- Alfred Stieglitz, a great photogra- 3.24 § 
marks of Amsterdam and Venice, as__ pher, became a crusader for avant- John Marin f | 
well as Paris and other French cities. garde art by 1907, two years after Chartres Cathedral — + 
By 1908 they were undoubtedly de- he opened the Photo-Secession Etching (1910) 111916 x9 \ ty 

lighted, as dealers would be, that Gallery at 291 Fifth Avenue. In an Cpa De EE Ae op 
some of the prints enjoyed notice exhibition program of modern art S eee ibe Ribacheck ae a 

paras : i : spective exhibition, \ 
when original impressions were in- _ that antedated the notorious Ar- Uppercase Hoe nd Abrond Graphic y 
serted, or etchings were reproduced, | mory Show, “291” became a center Arts, 1855-1975, at the Elvehjem Mu- 

in L’Art Décoratif and the Gazette for displays of controversial works seum of Art (1976). 
des Beaux Arts.*° They were hand- by contemporary Americans—Mars- — Elveljem Museum of Art. Mark and 
some graphics but generally re- den Hartley, Arthur B. Carles, Abra- Katherine Ingraham Fund.
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Cathedral, Rouen ee es 
Etching (1909) 9% x 7% ee ee : 
Published by the Albert Roullier Art Tee Le s i CAT , 

Galleries. ee vein a ; 
Art Institute of Chicago. pO ft i re iN 
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3.26 sible to those who admired New the Weyhe Gallery in 1921.*° Surely 
John Marin York City for the spreading pan- Stieglitz must have approved the 
Woolworth Building (The Dance) orama of its skyline as had Pennell _ publication of Marin etchings in the 
Etching/drypoint (1913) 12!%6%10% in his etching of New York from New Republics portfolios that were 
Shovem ane anpeliny, CUenbiion EGY Brooklyn Bridge (fig. 2.10). awarded to subscribers in 1924 and, 
SESE ATE ve dustin Stieglitz, who provided Marin as well, agreed to the steel-facing of 
of Grape Aris (L220) lane he et with a modest subvention so that he  Marin’s plates—Downtown, the El 
spective exhibition, The Print in the United Id ith hi al fi fie. 3.29) and Brooklyn Bri b 
States from the Eighteenth Century to the COU ae (fig. 3.29) an Be ridge— Se 
Present, at the National Museum of cial concerns or the often-oppressive fore the portfolio iayy estos were 
American Art (1981). pressures for productivity, assumed printed by Peter Platt. 
Minneapolis Institute of Arts. Dunwoody the role of patron-agent as much as During the few years before and 
Fund. that of a dealer. He kept first-choice after 1920, when Bellows, Hopper, 

impressions for his personal collec- Davies, and Marin were creating 
tion and, never having a spacious their most important prints, little 
gallery, “farmed out” Marin’s etch- _ notice was taken of the woodcuts of 
ings for exhibitions—thirty-three of | Max Weber despite the display of 
the European prints at Kennedy & samplings in his one-man shows. 
Company in 1911 and thirty-one, Perhaps the silence was a conse- 
including New York City subjects, at quence of the unpretentious manner
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3.28 with which he ventured into print- _ and the Fauves, the compositions of 

John Marin making, the diminutive sizes of his Cubism and Futurism, and the sim- 
Brooklyn Bridge from Brooklyn (The Sun) _yelief prints, and the minor role they _ plicity of primitive arts were inte- 

/ Etching (1915) 10% x 12!%6 had in his exhibitions. But it was grated into works that Weber re- 
Pi ublished by Alfred Stieglitz. more likely that the claim for atten- _ duced to extreme abstractions or 

re piace gy Ciena The Aired tion warranted by the prints was filled with a personalized Expres- 
| ME COREE ignored amidst the harsh critical sionism that also reflected the dizzy- 

appraisals that swirled around his ing pace of change in the arts of 
paintings and the controversies Europe. Edward Steichen, the pho- 
evoked by the several radical con- tographer, was one of the young 
cepts that he had been introducing American rebels with whom Weber 
into American art, one after an- had become acquainted in Paris. At 

Oe other, following his return from the time, Steichen was acting as an 
jon Nona Paris in 1909. Weber was a deter- artistic scout for Stieglitz and his 
‘Trinity Church Tard mined advocate of a variety of mod- | commendations of the works of 

| Etching (1915) 9'%/6x 7% ern trends in his poems and essays Weber, as for those of Marin, had 
Published by Alfred Stieglitz. as well as his paintings, prints, and _ assured exhibitions at the “291” 
Art Institute of Chicago. Gift of Georgia sculptures. His admiration for the gallery. 

OKeeffe for the Alfred Stieglitz Collection. art of Cézanne, the color of Matisse Personal incompatibilities caused
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Stieglitz and Weber to sever rela- templation of concordance between __ similarities to contemporary Euro- 
tions in 1911. Weber, who could be __ the rudeness of processes and the pean art. A few had effects that re- 
stubborn, refused in 1913 to ex- starkness of designs. He chose cherry _sembled the light, open composi- 
hibit in the Armory Show because or pine for some of the woodcuts. tions of the last relief prints created 
the committee for the selection of For others he used the thin bass- by Paul Gauguin at the turn of the 
American art voted to hang only wood slips—with which frames century. The arts of primitive cul- 
two of his paintings rather than the were made for collecting comb tures that were assimilated in com- 
eight that Weber felt he deserved. honey in beehives in those days— positions by Picasso and some of the 
Weber’s self-evaluation was that he then cut the images into the soft German Expressionists also were re- 
was the most prominent representa- _ basswood with an ordinary pen- flected in the design idioms of Head 
tive of modern art among American knife. Any of the four pieces of the _(fig. 3.31) and other early woodcuts 

artists. frames restricted the woodcuts to by Weber. The radical features of 
In 1914, Weber’s small volume small sizes and when Weber used such prints also had contemporary 

called Cubist Poems was published in _ the carved horizontal parts of comb- _ correspondences to the Kristus port- 
London and, in 1918, Essays on Art honey frames, for Mother and Child _ folio by Karl Schmidt-Rottluff 
was printed in New York. The liter- _ (fig. 3.30) or other relief cuts, the who, in 1918, had published his se- 
ary excursions were followed by an- _ formats of the prints were recessed vere woodcut images of Christ, 
other digression from painting and _ along the sides. Moreover, he was Mary, and Peter in symbolizations of 
sculpture with the creation of small content with a crude process of New Testament tales and miracles. 
woodcuts, some possibly as early as__ printing. On the floor of his studio Weber’s temporary involvements 
1918. They added to the variety of he laid the paper on a soft cloth, with Cubist painting had their 

American printmaking with their then transferred the impression by counterparts in several of the wood- : 
novel rough cuttings and bold im- placing a book over the back of the cut compositions, among them Por- 
ages. Moreover, Weber produced wood slip and pressing the whole trait (fig. 3.32), which was one of 
the prints by rudimentary processes. _ thing with his foot. Some were nine prints reproduced as decora- 
Weber later ascribed his procedures _ color impressions and Weber varied _ tions on random pages of the little 
to an ignorance of simple woodcut the chromatic choices for each print — magazine Broom in 1922.** At best, 
tools and techniques and a spirit of when he applied artists’ oil colors to _ it was a modest gesture of approval 
experimentation. One is tempted to __ the thin wood “blocks” with his by the American editors of the 
believe, however, that he had rea- fingertips.** small-circulation, short-lived literary 

sons such as economy or a con- Weber’s prints bore unmistakable journal then being published in
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Rome. Although the woodcuts were modern relief prints created in SRST eget - 
slighted—the titles were not given, _ midcentury. ‘4 ee ee es 
nor did Weber’s name appear with Weber penciled salutations to fa eS, i 

| some of the prints in Broom—still, Zigrosser on several prints, such as 4 i oe 
he was in good avant-garde com- “To my old friend Carl Zigrosser ‘ . oe 
pany when the editors featured with affection—from Max Weber” ‘ 5 f je } \ ° 

woodcuts by the French moderns, on Head (fig. 3.31). Rockwell Kent ae é ¥, Ay 
Léger and Lurgat. inscribed “To Carl” on an impres- if ta 

In 1920, the Montross Gallery sion of Northern Night (fig. 3.34) fe 
exhibited Weber’s sculpture with a and other printmakers added long- is Mee 

selection of his woodcuts and he hand testimonials on prints in grati- i ‘ =? :o 
was pleased when his fellow artist, tude and high regard for Zigrosser, sn 2 
Arthur B. Davies, purchased several _ the distinguished curator, scholar, Ee i “§ j 
of the prints. But Weber’s high re- and author. In the wake of his pro- fos Ri, y 
gard for his own paintings and, fessional activities, Zigrosser also ¢ i ‘ é 
presumably, woodcuts must have enjoyed a connoisseurship in behalf : &. a a 

led him to place unusually steep of his own collection of American ea +3” 
. . . ms e ogttt 3 

prices on the latter. In 1925, Henry _ prints and drawings. As a young ee A Ff 
| McBride, taken aback by Weber’s man, Zigrosser had become a knowl- . ‘S eo 
: lack of sales, sought comparisons in _ edgeable dealer at the gallery of %, a Ne 3g t 
: the print market. He scolded Weber E. Weyhe where he initiated exhibi- mi & - A fe: ||| 

for his prohibitive prices and wrote _ tions and urged the sale of prints by a ae 
| with dismay of the continuing sales contemporary artists. In his mature = yi haa eg 

| successes of the venerable, and still years, as Curator of Prints and Cl ' TLE %s. 
| popular, Pennell: “... when I asked Drawings at the Philadelphia Mu- 5 Gh, See 4 

a well-known dealer in prints which — seum of Art, Zigrosser acquired tM, atetorae yee 3 
| of his men sold best, he replied, landmark prints for its collection SMES hi NE ee Se 

and not much to my surprise, ‘Oh, and, among his many books on 3.30 

Joseph Pennell, by long odds.”...I prints, wrote the scholarly catalogues Max Weber 
J was almost scandalized at the round —_raisonnés on the graphic works of Mother and Child 

figures my dealer said Mr. Pennell Edward Hopper and John Marin. Color woodcut (ca. 1919) 4% x2 
earns each year. . . .”** McBride’s Although an admirer of prints of all $401n in the retrospective exhibition, Max 
statement was in a rare and almost cultures, for half a century his devo- Weber: Prints and Color Variations, at the 

offhand notice of Weber’s woodcuts __ tion to the art of American print- oe OAT A OEE 
dropped into one of his monthly re- _ making received additional nourish- ee : ; 

! é : : ‘ 2 ; National Museum of American Art 
/ ports on “Modern Art” for the Dial _ ment from the friendships of leading (fermen Nafiinal Callection of Fane 

magazine. Belatedly, a few Weber printmakers. Arts), Smithsonian Institution. Museum 
} impressions, especially those with Among the many artists whose Purchase. 

color, were acquired for museum prints Zigrosser sponsored at the 
| print rooms, though thirty years Weyhe Gallery and to whom he 

passed before the woodcuts first re- gave personal encouragement was 
ceived deserved attention in 1948 in Rockwell Kent who acknowledged 

| an article by Una Johnson of the that the “fruit of my friendship with 
Brooklyn Museum.* Finally, in Carl Zigrosser was to be my wood 
1956, the Weyhe Gallery organized —_ engraving.” ** In late 1918, when 

an exhibition of Weber’s relief prints | Kent and his young son set forth 
accompanied by a deluxe catalogue for a winter in the wilderness of Fox 

| published in an edition of twenty- Island off the Alaskan coast, Zi- 
} five copies.*” By those late dates, grosser furnished him with wood 
| however, the singularity of style and _ blocks and engraving tools, con- 

techniques that the woodcuts had fident that Kent’s draftsmanship 
once represented in American print- _ possessed incisive characteristics that 
making by their stark designs, rough could be transposed effectively into 

| cuttings, and additions of color relief printing. Although only two 
was diminished by a rich array of small blocks were cut at Fox Island,
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menos see a fs eye Sloan in favor of symbolic images of Pee ort ‘ 

= . : man, ideally conceived, or the ro- Wve, 
yt » nye, ‘ mantic allegories of man amidst the j oR <4 

i ACY Babies vast, elemental reaches of remote y fe, J 
\ AY ff { lands and seas of the world—Green- & f ey 

\ | f mh) \ land, Tierra del Fuego, Alaska. Fre- Sex 
: ue quently, he reduced the images in 4 y 
} | } 6 : his wood-engravings to a single fig- f 

\ ! ure (fig. 3.33) as a metaphor of one 4 j 
i Lh or another of humanity’s fundamen- Ae i vi 

4 tal experiences or recurring desti- ee ™ =P 
nies. Kent also starkly symbolized a tol 

I the harsh forces of nature or the a la e ; 
\ frozen wastes of the earth against t 

which man struggles and prevails as 1, <2 
in Northern Night (fig. 3.34) where Ke oe i 

; the sleeping figure finds shelter in ri ye 
shielding rocks of granitic mountain es / 

i \ ranges surrounded by arctic seas. i = a A 
lal Ly f Naturalistic details that were We \e ES ee ey 

kg iS 4 : sublimated in Kent’s paintings | al peed. Bey 

‘ We : were distilled further in the wood- Wat = ys i, 

: s t ay engravings by simple compositions hie Le a & 
A \ es ne wT and terse contrasts of blacks and \ SRS Ha 85: 

as Cuba whites. The precise manipulations of 1 Sar ae 
engraver’s tools on end-grain blocks WwW! oo | 
and the clarity of his images lent : 

3.31 themselves to reproductions for AK WERE 
Max Weber handsome letterpress printing. He 3.32 
Head é ‘ received, therefore, innumerable Max Weber 

Wed o 9 Ave Commi as avira ote 
Weber: Prints and Color lieth at the limited-edition books, his own ad- ements - ne - 
Oe : : venture volumes, or sophisticated Reproduced as a black-and-white page deco- 

National Museum of American Art Ate te paver vation in Broom (August 1922). (1980). prints for corporate advertisements = 1 7 of Modern Art, New York. Gift of 

Philadelphia Museum of Art. Gift of Carl —notably the twelve for the Ameri- 5 iit, Rockefeller: i 
Zigvosser. can Car and Foundry Company in- ° ; 

eee eee cliding Borys (lig. 3.30) wood, eee 

engravings Kent thought were 
they were the first of the many among his best.” The prints of no The popularity of Kent’s prints 
wood-engravings that were to be other American wood-engraver of and the many reproductions of them 
eagerly sought as book illustrations __the late twenties and early thirties that appeared in a broad array of 
and ornaments, institutional adver- were more publicized, but an appre- books, periodicials, and advertise- 
tisements and logos, or, as fine ciation of their merits was not unan- ments tended to overshadow the 

prints in their own right, for private  imous. John Cotton Dana, Director accomplishments of Rudolph Ru- 
and public collections. of the Newark Museum of Art, zicka, John J. A. Murphy, Allen 

Kent was of the same generation wrote to Kent, “I never cared much _ Lewis, and J. J. Lankes whose relief 

as Weber, Hopper, and Bellows, but for your wood engravings, though prints were admired with less fan- 

his prints bore little resemblance to _ by jingo, I have bought them for fare. Lankes created a multitude of 
those of the other three. Kent was our collection; for I take particular | woodcut and wood-engraved land- 
critical of the kinds of European ab- __ pains in these days,—being an old _ scapes with some serving as attrac- 
stractionisms advocated by Weber man and well behind the times!—to _ tive book decorations, as were those 

and, although he voiced admiration _act as a librarian anda director ofa _ published in the limited edition of 
for Henri’s avowed realism, he re- museum should, and am especially the poem “New Hampshire” by 
jected the genre of America as re- keen on buying things that I disap- Robert Frost.*! All of Lankes’s 
corded by Bellows, Hopper, and prove of.”*° prints were conservative in con-
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ception and revealed his personal arranged their tours to museums 3.33 
preference for a heaviness of and galleries across the country.* Rockwell Kent i - 

woodcutting style even when he col- By the end of the third decade, The Angel Q ss 

laborated with Charles Burchfield, the modest flourishing of relief Wood-engraving (1926) 4'%6 x 6%/6 a 
the gifted painter of watercolors, prints as illustrations for books and es of this print served as ae 
who furnished designs while Lankes _ periodicals, and the prominence of —_ GR#ETINGS FROM THE HOUSE OF & 
incised the blocks. Henry McBride, Kent’s wood-engravings, led to an eae Ce ree i 

always lavish with praise of Burch- appraisal by Frank Weitenkampf, te EES Om THEO See a " , ee Elvehjem Museum of Art. Brittingham Be 
field’s art in the columns he wrote Curator of Prints at the New York Funk : i 
for the Dial, must have sponsored Public Library, that unlike contem- a 

the reproductions of those collab- porary American lithography, “A & 

orative prints as special inserts in the | more hustling competitor [to etch- ee 
literary magazine. One of the three, _ ing] is woodblock, which just now ‘ 
Carolina Village (fig. 3.36), was [1930] has the public eye.” ** But | 

chosen for the “modern” section of | Weitenkampf’s assessment in lies 
Fifty Prints in 1926 during the years “American Lithography of the Pres- | 
when the American Institute of ent Day” was not an up-to-date re- ba 
Graphic Arts sponsored annual ex- port and his assertion that “. . . one Bes 
hibitions under the same title and hesitates to say that it [lithography] ea 

Ll fe 

i tel
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A : (38 Car. 1930 (Schucs) “a, 

y 3.34 5% x BV 
a Rockwell Kent Philadelphia Museum of Art. Lola Downin 

se Northern Night (N by E) Peck Fund purchase from the Carl and 
aA Wood-engraving, with a linoleum tint- Laura Zigrosser Collection. “ 

7 block printed in light gray (1930) 

a has definitely ‘arrived’ here . . .” in the 1920s were elaborations of a wildlife prints hung in almost every 

ea suggests that conservative prefer- graphic vision well tested by the comprehensive exhibition of living 
A ences led him to ignore the progres- _ conservative tradition. In the far printmakers. And Childe Hassam, 
af sive lithographs of Jan Matulka (fig. | West, Roi Partridge was etching the — who began etching in earnest with 
a 3.37), Albert William Heckman, mountains and valleys surrounding the advice of Kerr Eby in 1915, be- 

a Charles Sheeler (fig. 3.38), Wanda San Francisco. George Elbert Burr, | came an eminent exponent of lumi- 
Pay Gag, Birger Sandzen, Abraham while in Denver, depicted nearby nous impressionism in prints. His 
a Walkowitz, and Louis Lozowick. A Bear Creek Canyon (1922) and later, views of the picturesque village of ae Y : : 2 ee iB a 8 

3 more liberal view would have dis- from Phoenix, set forth to etch the Cos Cob, Connecticut, and the 

a cerned that the growing diversity in missions and landscapes of the Ari- ephemeral shadows and lights with 
ae printmaking was continuing and art- zona and California deserts. Ernest which he dissolved the domestic ar- 
Peg ists were choosing any of the intag- Haskell roamed in search of land- chitecture were a delight to the eye, 

a lio, planographic, or relief media scapes from Maine to the moun- as was his print of 1922, House on 
By that proved technically compatible tainous West where he created The Main Street, Easthampton (fig. 3.40). 

: Sy with their conceptions. Weiten- Mirror of the Goddess (fig. 3.39) and This etching was selected a quarter 
En kamp, however, correctly implied The Sentinels of North Creek, the of a century later for the retro- 
a that etching was the most popular latter selected for the New Republic spective exhibition called American 
sf . . ge : 7. . . 

pee medium, especially for the greater portfolio in 1924. Among etchers in Printmaking: 1913-1947 assem- 
a number of printmakers whose styles _ the East, Frank W. Benson had his bled by the American Institute of 

a f5
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Graphic Arts. Moreover, the conser- Jack” Pershing, an assault against a 3.35 a s 
vatives, old or young, continued to German salient in the Meuse Valley. Rockwell Kent a 

organize or join etching societies September 13, 1919—St. Miliel (fig.  Bowsprit es 

across the country as leagues which 3.41) was the second day of the Wood-engraving (1930) 576 x 6°Y%32 te 

were most successful in the promo- _ grim battle with mired, horse-drawn Created for the American Car and i y 
tion of exhibitions. artillery and an endless line of in- Houndzy\ Companys) F Ha 

: : C. x . ° Cleveland Museum of Art. Charles W. Bisa. 
There were several technical vir- fantrymen slogging toward the front " i ae 

¥ : ‘ Harkness Endowment Fund. ea 
tuosi among the etchers, including that lay beyond an oppressive sky cee 

Kerr Eby and John Taylor Arms, and mutilated landscape. ue 

who were friends with neighboring John Taylor Arms had been ce 

studios near Fairfield, Connecticut. trained as an architectural draftsman. ee 

Eby etched the lovely New England _ But following wartime duty as an favs 

countryside in all seasons, and also officer in the navy he turned to e f 

subjects rare among our printmakers _ printmaking and, from 1919 on, re- ied 
: . : pee 

—combat in war-torn Europe, re- ceived awards that honored him as B Ba 

composed from his eyewitness draw- America’s premier architectural 33. 
* = . ore 

ings. A memorable etching drama- etcher. Arms emulated the example ; = 

tized the first independent action of __ of Joseph Pennell by searching Eu- e 

Americans led by General “Black rope for great cathedrals and pictur- ES 
eee 
gem 
ate
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ie 3.36 esque buildings. He also collabo- monumentalized an upper section of 
cs Design by Charles Burchfield/wood- rated with his author-wife Dorothy _ Brooklyn Bridge, an engineering 

; engraving by J. J. Lankes. Noyes, in a manner akin to both wonder of the nineteenth century 
a Carolina Village : : Pennells, by publishing travel vol- whose span was designed by the 
E os us ) 4% x 86 umes, including the handsome Hill  Roeblings with piers sheathed to 
y MOTT NEALE Towns and Cities of Northern Italy feign the stonework of a Gothic 
i Prints, sponsored by the American Institute : j 2 : 
A of Graphic Arts (1926) which was illustrated with etchings, _ portal. Although it was the most 

5 Gh of ATE Gift of The aquatints, and drawings held in the simple and powerful of his prints of 
i Print Club of Cleveland. portfolios of his dealer, Kennedy & | American architecture, the geo- 

i Company. He lavished his consid- _ metric patterns that are suggestive 
H erable skills on the details of Gothic of modern compositional taste were 
4 architecture, of which he was espe- _less the consequence of a formal 
a cially enamored as in Notre Dame de _ preference than Arms’s archi- 
i, Laon (fig. 3.42), sometimes using tecturally trained eyes which were 

i i the fine points of sewing needles to responsive to tectonic structures and 

ay score the etching ground with pre- _ the illusion of a “Gothic” complex 
# / cise draftsmanship, or rendering del- in stones and cables. 

Bs icate linear shadings with the aid of Arms’s images were handsome 
2 a magnifying glass.** elaborations of an older tradition 

a In the early twenties Arms created _ rendered with impressive technical | 
ERy ! a few prints of New York. He etched _ mastery. Those constant features | 

Baa Cass Gilbert’s “Gothic” Woolworth _ sustained his reputation on both 
ee Building as An American Cathedral. _ sides of the Atlantic which was but- 
= The Gates of the City (fig. 3.43) tressed by the knowledgeable praise 

ci
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of Campbell Dodgson, historian of one of those to spend his money on 3.37 | 

the art and Keeper of Prints at the prints!” °° Jan Matulka 

British Museum, and by the joint In 1931 the Brooklyn Society of New York 
publishing of his etchings by Col- Etchers, after sixteen years of exis- Lithograph (1925) 12% x 17! | | 

naghi & Company in London— tence, was reorganized into the na- en in the traveling exhibition, Fifty 

dealers in prints since the eighteenth _ tional Society of American Etchers. of Org Hae a : oo ae 

century—and by Kennedy & Com- John Taylor Arms served as Presi- EE ( Ys a hl g 
ja Nou Yoru. ih de q ie f om spective exhibition, The Print in the United g 

ee es ew ore ay was not an dent and spo ete) or Tay =e Spares domme niu) reent iC rrey tole : 

inflexible conservative, however, and and, against conservative resistance, Present, at the National Museum of Be 

accepted progressive features or in- struggled to fill the society’s exhibi- American Art (1981). oe 

novations in the prints of others. He _ tions with the best of American University Art Museum, University of New & 

served for years on the committee of — etchings. Harry Wickey, one of the Mexico. Collection of the Tamarind f 

awards for contemporary American _ outspoken younger printmakers, ac- Institute. i 

prints to be purchased with monies __knowledged that, “Arms was doing : 

from the Pennell Fund for the Li- his utmost to present exhibitions Pe 

brary of Congress and, on one occa- _ that were truly representative . . . ie 

sion, wrote to Katherine Ely Ingra- and [I] am grateful to him for the ‘ 

ham, “[I] agree with you that Joe immense energy he has expended in ' 

Pennell would certainly turn in his behalf of . . . printmaking in Amer- | 

grave at the idea of a color etching ica.”’” The Society’s exhibitions pre- | 

being included in his sanctified col- sented prints by the traditionalists i 

lection, but, if that is true, then the Herman Webster, Douglas Shaw 

old man is doing a veritable flip-flop Maclaughlan, Ernest D. Roth, 

these past years because of my being Frank W. Benson, Thomas W. 2 
{ ais 

ree 
oe
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ss <a 3.39 
- Ernest Haskell 

| The Mirror of the Goddess 
} Etching/engraving (1920) 8% x 11!%6 

] Elvehjem Museum of Art. Mark and 
: Katherine Ingraham Fund. 

! lee ea eS 1 i 

i ig “See Pics : ARR IOLA Yo 
ae a % ar. Fy 

“Sao * a 4 fe en p> Ri I on mse “Sa t 3.40 

Se a8 es ii a. a ek par a gee Childe Hassam 
| yo a ial ix , = ee Seat of Xe ; Ae es a Ms House on Main Street, Easthampton 

am Kis eg ate Na ae Etching (1922) 6Yis x 12!%6 

<a rn ie: eo ana ee a 2 ua Shown in the retrospective exhibition, 

x Se be i ae - LN eee) : _— : American Printmaking: 1913-1947, at 

——— = eS, PE le is 2 ” Meee, § the Brooklyn Museum (1947). 

ni aaa = , = ih ee Achenbach Foundation for Graphic Arts, 
j ad ead sg "ea ae ck ee the Fine Arts Museums of San Francisco. 

| ) i a sha E =e Gift of Osgood Hooker. 
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i ! 3.38 Shown in the retrospective exhibitions, tional Museum of American Art (1981). 

! Charles Sheeler American Printmaking: 1913-1947, at Art Institute of Chicago. Gift of Robert 
® | Delmonico Building the Brooklyn Museum (1947), and The Allerton. 

Lithograph (1926) 934 x 6% Print in the United States from the Eigh- 
Printed by George Miller. teenth Century to the Present, at the Na-
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: 3.41 Nason, Kerr Eby, and Arms, as well Grass Widow (fig. 3.44), inserted as 
a Kerr Eby : as works by the progressives John the frontispiece for each copy of the 

iH September 13, 1918 —St. Mihiel Sloan, Eugene Higgins, Gifford limited edition of 250. And her 
= ene aquatint (ee) 10%x15'%ie Beal, Edward Hopper, and Martin skills as a telling caricaturist were 
ee ublished by F. Keppel & Company. Lewis, and intaglios by such displayed in 1931 when seventeen Ho Awarded the Henry F. Noyes Prize at the et ‘ ibi a Pee : younger etchers of American land- of her pastels were exhibited. They af oe 20th Annual Exhibition of the Society of d life as Hi Wickey, Ri d : h ue f es a American Etchers (National Arts Club, scape and life as Harry Wickey, Reg- were devastating characterizations o , 

zs New York, 1935) and an Honorable Men. ald Marsh, and Peggy Bacon. prominent personalities including 
4 tion in the 12th Annual Exhibition of During the preceding decade, the art critics Royal Cortissoz, 3 
S Northwest Printmakers (Seattle, 1940). drypoints by Peggy Bacon had of- Forbes Watson, and Henry Mc- fe 
A College of Wooster. John Taylor Arms fered delighting antidotes to the Bride—who expressed astonishment h 
_ Collection. tiring multitude of etched land- that she would “. . . bite the ' 

aa scapes and architecture which domi- hands . . .” that helped her pros- 
Aa nated the annual displays of the per—and of dealers who sold her 
EF Chicago Society of Etchers, the art, E. Weyhe and Edith Halpert, 
5 a Brooklyn Society of Etchers, and Director of the Downtown Galleries 
3 the Print Makers Society of Califor- where the caricatures confirmed 
ae eG nia, as well as less prestigious re- Bacon’s searching eyes and clever 

ay ; gional exhibitions. Her sly and hand. 
Be John Taylor Arms aa 4 we ie 24 None Dien deat pricking wit marked her prints as In 1921, the Joseph Brummer Oy 
ae Etching (1929) 14 x 954 well as her creations in drawing and Gallery presented an early exhibition wf 
ay Shown in the retrospective exhibition, John rhyme. Bacon’s ability to inflict a of Peggy Bacon’s drypoints and Ny 
Ee Taylor Arms: American Etcher, at the venomous sting was apparent in drawings. Filled with amused inter- es 
iy Elvehjem Museum of Art (1975). Funerealities, a small volume of her _pretations of American life, they y 
ote Elvelyjem Museum of Art. Mark and poems and drawings with an origi- must have alerted critics and viewers 
et Katherine Ingraham Fund. nal drypoint, The Widow and the to Bacon’s singularity of wit amon 4a ae YP’ pularity g 
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3.43 teenth Century to the Present, at the Na- 

John Taylor Arms tional Museum of American Art (1981). 

The Gates of the City Elvehyem Museum of Art. Mark and 
Etching/aquatint (1922) 9 x 8% Katherine Ingraham Fund. ‘ 

Shown in the retrospective exhibitions, John 
Taylor Arms: American Etcher, at the 

Elvehjem Museum of Art (1975), and The 

Print in the United States from the Eigh-
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} printmakers of the time.*? Three WH GYGPKAEE ieee ee SS 
years later the choice of Promenade Wa pose ag ~@NS¥ 
Deck, as one of the six original prints) eee ee, 4 SN . 
published by the New Republic, lent i ve =, ( Sy fg INN 
a sprightliness and variety to the ae. a Fe Sh 
portfolio. Helen Fagg, in writing a Vex Yr 
résumé of “Etchers . Meer: \ fp \ \ he 2a 
vised the British that, “With her Wt Mpa. as <i 

ee. Wes HW) LASS GR S , Ni 
ironical, wholly feminine sense of U, “Nd a Caw 
humor, Miss Peggy Bacon, the Rose ( oe mh ie 4 i We: 

Macaulay of etchers [contempo- Pacey? we ‘il ves a fae \s; 
rary English satirical novelist], had i)- x y \ wee fi ye Se % F 4 4 

| drawn the Frenzied Effort of a group Ia \. Ne Pog) fa aa ieee |. 
of earnest strivers.”® Frenzied Effort a \3 a ve ms : j Pi FY A 
(fig. 3.45), probably composed by VK ee / \ io a a vi 
Bacon during one of the weekly life- : 2G WA oe Ay i \ 4 : 
drawing sessions at the Whitney SS) ANS P ) \ oe 
Studio Club—of which she and ANS pa ¥ \ ve 

| other young professionals were { ww Rae \ eS Pat \. | | 

members—was, by analogy, a droll \ ES ACER dee 
commentary on crowded evening } yy fe a x NY \ i ; 
classes for studying the nude fig- a» e AWS VOY { Ne ee 
ure. At the time, almost every art “Bl x ae ay \ we \ SE 
school provided one or more open- FASS SSS, | N Bi Si sal ad 

enrollment sessions for an odd lot of a, ae ewe, 

spinsters, housewives, shopkeepers, aap 
1 7 and assorted other eccentric ama- 

1 teurs—or voyeurs—with a sprin- person to accept my etchings in his 3.44 
kling of professional artists and [Weyhe] gallery . . . It was he who Peggy Bacon 

1 a diligent students who dropped by to _ sold several of my early drypoints to — The Widow and the Grass Widow 
i keep their “hands in.” The frenzied the Metropolitan Museum. I have Drypoint (1925) 3%6 x 3 ; 
] effort implied an anguish of inepti- always counted him as a good An original impre eae served =) a fr OnTS- 

| | tude, the struggle to cope with the friend.”* Dice eee (PMNS ne 
! 5 s : ited edition of Bacon’s poems and drawings 

i i subtleties of the female figure as the Shortly after Wickey adopted dry- . 
} : ‘ Fi Be published by the Aldergate Press (1925). 
; most difficult of pallowed drawing point and etching in 1919, he began Koyyiey Art Library, University of 
; | exercises. Peggy Bacon’s prints re- to describe incidents of New York Wicone kin 

L minded us repeatedly that the petty City life in a robust manner, gener- 

a irritations or minor crises of life can ally following the kinds of subject 
| be the stuff of satire in any kind of _ choices that had been favored by 
1 society, just as she incised, light- Sloan and Bellows. Among his 

i heartedly, an amusing vocal con- early prints was Snug Harbor (fig. 
i i frontation of the streets between 3.46) which suggests that Wickey, 
A Rival Ragmen (fig. 4.14) and the roving the city like Sloan, was privy 
j tinkling bells of their pushcarts ina _to the action at an isolated nook on 

i New York slum. Riverside Drive where sailors on 
Carl Zigrosser possessed two of shore leave sought and enjoyed fem- : 

the sharpest eyes on the lookout for —_inine companionship. During the 
rising printmakers such as Peggy next few years his abilities were ap- 
Bacon and Harry Wickey. He en- preciated more fully by his fellow 
couraged the collecting of their artists than by critics and collectors. 
prints and became a friend, as well From juries of his peers he received 
as the dealer, for many of them. the Logan Prize in Chicago and the 
Wickey wrote appreciatively that, Shaw Award at the Salmagundi 
“Zigrosser did much for my work Club in New York. Mahonri Young 

i over the years. [He] was the first and John Steuart Curry—who ad-
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| Frenzied Effort ie ee) SS Oy fee AD Site RS) dan | (Ra 
a Etching/drypoint (1925) 5% x 9 WN we Ay ae ve ) BA A ; ry c 
a Published by the Weyhe Gallery. eS el eX | () Fey a fi o. 
# Shown in the retrospective exhibition, a nt OY ey .) ey : a RG ti “ 

3] Americans at Home and Abroad: Graphic Png. . “34 ow iM p er BS my) 
4d Arts, 1855-1975, at the Elvehjem Mu- C ys y ¥) TA i mT S A TAI! q ae Pi 

: seum of Art (1976). Fe O \V WA Fo) hihi ae Ne s 

’ Elvehjem Museum of Art. 9 6, ™ wae. \ be ZS = SS Sar ave % 
ey FA EN Ie 

' FA pe E07 VE 
3.46 5 / ie “ Xa 4 

| ed eda ee) ee 
o Snug Harbor err eos 1p RS AS ale ys eye 2 Ni a: i 

! Drypoint (1922) 7% x 10% | AS) z sy AVA ey A aH i) 
a Shown in the annual exhibition of the Chi- Letedie \ Drv) WW Ke y Ry pK) xh WN 

: cago Society of Etchers at the Art Institute ' Ca i dea \ ASAIN ah f 

y of Chicago (1926) and the exhibition, INGE ENS SS } NETS: A CS OR) 4 
Sy Harry Wickey and His Work, at the Weyhe | Mi = be Sal ES AINE SN : 

Gallery (1938). 

: Collection of David and Eleanor 
Whitehead, Arlington, Virginia. 
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mired especially Railroad Cut (fig. nal of our etchers, with a strongly 3.47 fea 
3.47)—purchased several etchings marked individuality. Perhaps one Harry Wickey ae 
from Wickey for their personal reason that his work is not more fre- Railroad Cut iE 
enjoyment.® quently seen is that there is nothing Etching (1932) 8 x 117% an 

Leonard Clayton, who ran a ingratiating about it. He does not ane TE 2 - Pane was purchased a 
small gallery in connection with his _go in for the rather overdone refine. "”" RR RBS a : Seis : s : sites Wickey tried a sales plan, the “Harry ae picture-framing shop, sold a few ments of the famous ‘etcher’s line’ or Wickey Print Club. . fa 
prints for Wickey but his etchings the elaborate cuisine with which so Rgbere Hull Flemin, py Disscuns Unienty a 

| and drypoints were hardly visible in many practitioners of the art hide of Vermont. Gift of Henry Reece a 
the art markets.“ Then, in the the fact that they have nothing i 

| spring of 1929, Harry Hering, an to say.” - 
| artist friend, showed a group of In December 1929, the paucity of fe 

i || Wickey’s prints in his New York exposure was corrected partially by a 

: studio. They were seen by Lloyd Wickey’s first, but very small, one- ie 

Goodrich, then a critic for the New man show at the Civic Club in New i 

York Times and soon to become Cu- _ York. Still, a comprehensive exhibi- ae 
rator at the Whitney Museum of tion was not sponsored until Zi- a 

| American Art, who reported, “Mr. grosser organized one at the Weyhe BB 
| Wickey’s prints are not often seen in Gallery in 1938. Seventy-nine prints i 

the dealers’ galleries, which is too were displayed including all of the aa 

| bad, for he is one of the most origi- handsome landscapes that Wickey Hy) 
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cae: eH 
i 3.48 had been etching after his move up _valley landscape whether or not it 
S Harry Wickey the Hudson River to Cornwall recorded an animate or inanimate 
a oe by — : Landing in 1929. Trees by Moonlight feature of nature. In 1935, when 

a aoe 931) 9x 10% . (fig. 3.48) was among them, de- Wickey was displaying his greatest 
5 Shown in the exhibition, Harry Wickey : . - : c 
ce : us monstrating, beyond the rugged power as a printmaker, the fumes of 
a ad His Work, hh Ih is S and His Work, at the Weyhe Gallery 5 : i te 5 oe 

E a (1938) f g manner with which he handled the nitric acid used for biting the cop- 

EB 2) Cy PRG HTE Soriier Medeer, etching needle and the deep biting _perplates affected his eyes seriously 
be : ; of the plates, that Wickey was creat- and forced an abandonment of the 

age Wisconsin. p 

a ing some of the most vigorous land- _ medium. It was a grave loss for 
a scapes of any American etcher up to American printmaking. 
ae that time. Storm Sweeping the Hud- During the quarter of a century 
al son (fig. 3.49) and the companion that followed John Sloan’s creation 
ee views of the Hudson River Valley, of the New York City Life series, 
oe Storm King, and other mountains, printmaking became an art of wid- 
a were dramatic prints, filled with ened choices in subject matter, di- 

a strong compositional structures, versities in interpretive content, with f 

ou rich contrasts of atmospheric lights | a compounded array of styles rang- 
Es and shadows, and a quickening of ing from the conventionally pictorial 

zs | life etched into each segment of the _ to the extremely abstract. There had | 
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been constant technical improve- cedent to Lozowick’s less austere 3.49 a 
ments. The art of lithography, lithographs of American cities and Harry Wickey a 
abetted by the advice and skills of factories that in 1931 received the Storm Sweeping the Hudson ve 
master-printers, attracted increasing _ first two of many major awards— Etching (1933) 8%6 x 10% fae 

numbers of printmakers during the the remarkable $1,000 Brewster Awarded the Henry EF. Noyes Prize at the ie 

1920s. Among them was Louis Prize of the international printmak-  19# Annual Exhibition of the Society of ia 
Lozowick who adopted the medium _ ing exhibition at the Cleveland Mu- ae es ot is a oe 

in 1920 at the start of a four-year seum of Art for City on a Rock and PO 934). DE AEN ee Ee 
s : : a See ee . Harry Wickey and His Work, at the Weyhe Ba 

stay in Europe, mainly in Berlin. the Collins Prize for his version of = ee 
ne ae i) ; fi. 3.50) ¢ Gallery (1938). es 

The severe, geometrically composed _ the Brooklyn Bridge (fig. 3. ) en- Courtesy of Ralph E. Saniler, Madison, ue 

] lithographs—Lozowick’s conver- tered in the third annual exhibition Warn bee 

sions of visual recollections of urban of American lithographs sponsored oe 
| America, though created abroad— __ by The Print Club of Philadelphia. be 

characterized the early Cities series Technical virtuosity in etching Pe 
| and reflected his encounter with a was typified by the refined, micro- eed 

facet of artistic ferment, the “ma- scopic needle work of John Taylor a 

| chine aesthetics” advocated by Ger- Arms in Venetian Filigree (fig. 3.51), a 

| man and Russian artists-in-exile a print that was a tour de force of Bea 
during the 1920s.° They were ante- _ linear and textural details and illu- fa 

| Baa 

se
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] 3.50 351 
Louis Lozowick John Taylor Arms 

| Brooklyn Bridge Venetian Filigree (the Ca d’Oro, Venice) 
Lithograph (1930) 13 x7% Etching (1931) 10% x 11 
Published by the Weyhe Gallery. Published by Kennedy &% Company. 
Awarded the Collins Prize at the third an- Received the award for the best print by a 
nual exhibition of American lithographs member of the Chicago Society of: Exchers in 
ee Print Club of Phila- eS ae i nal aan pees of 

Iphia (1931). ching and Engraving at the nsti- 
Art Institute of Chicago. tute of Chicago (1931). Shown in the ret- 

vospective exhibition, John Taylor Arms: 
| American Etcher, at the Elveljyem Museum 
| of Art (1975). 

Courtesy of Ben Bassham, Kent, Ohio.
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3.52 of Graphic Arts. During the jury se- “In this affirmation of creative im- 0 
Thomas W. Nason lections and before the annual ex- pulse, in this imaginative depiction n 
Lyme Farm (Connecticut) hibitions were sent on tours of the of life and human relations, in this Uy) 
i ee ae country, the oversimplistic assign- pride of surroundings, I see the be- 

Lasbiratite aad Woo Engrave, at the ment of each of the fifty prints to ginning of a eon American 
Art Institute of Chicago (1930). one division or the other was an consciousness. ; 
Boston Public Library, Print Department. awkward and arbitrary accommoda- There was no reason to dispute 

tion to printmakers who were de- Zigrosser’s observation that his fa- 

manding recognition, and equity, vorite printmakers displayed a grow- 

sions of light and shadow. And as as adherents of either “academic” ing interest in indigenous themes. 
for relief prints, superb mastery was _ or “modern” artistic inclinations. Furthermore, many of the “aca- 
revealed in the wood-engravings of Meanwhile, Carl Zigrosser declared demic” etchers whose works still re- 

Thomas W. Nason. His graphic syn- __ that prints by “progressives” were flected the pictorial conventions of 
opses of hamlets and farms in the more important to the state of the their forerunners were staying home 
township of Lyme, Connecticut (fig. art when he published assessments and recording the architecture and 
3.52), or poetic transcriptions of in 1929 and 1931. He applauded views of great cities from Boston to 
New England’s pastoral views were the growing acceptance of lithogra- San Francisco. Then, in the 1930s, 
cut with a finesse that had been phy and relief printing, praised the the incidence of perceptions and im- 

summoned rarely since the years of unconventional etchings of Marin ages of America became more fre- 
the New School of American Wood- and Davies which had been ignored quent. They appeared, in no small 

Engraving, a skill which Nason ex- or ridiculed by the public, and ex- measure, because of the new self- 
tended further when he added the pressed dismay that as late as the concerns of a troubled nation, a 
exquisite craft of engraving on cop- _ twenties there were persistent reser- _rising social and political sensitivity 
per to his technical repertoire in vations about the prints of Sloan, of artists during the years of the 

1933." Bellows, and Eugene Higgins. Zi- Great Depression, and the urging to 

During the two-and-a-half dec- grosser’s list of others who had in- record facets of the “American 
ades there had been recurring temp- _ fused a new vitality into prints of Scene”—the preferred themes for 
tations to categorize prints by labels American life, landscape, and legend —_ works created under the aegis of the 
of “conservative” or “progressive”— — included Hopper, Martin Lewis, several federally funded art projects 
most obviously with the divisions of | Bacon, Wickey, Gifford Beal, Lozo- _ during the era of Franklin D. Roo- 
“academic” and “modern” for Fifty wick, Reginald Marsh, and Thomas __ sevelt’s New Deal. 

Prints, the several national displays Hart Benton. They were selections 
sponsored by the American Institute which supported his opinion that, 

|



| 

| 

SRR e eerie All artists contend with two needs dismay to his friend Harry Wickey, 
in seeking an ample fulfillment of “Things look bad as far as selling 
their creative careers—a freedom anything and I can’t do it even with 

) from want which comes with a the million dollars of publicity that I 
| modest subsistence and a.plentitude have gotten.”! And Wickey, in an 

of time that may be expended liber- _effort to make ends meet, started his 
ally on self-selected artistic projects. | Harry Wickey Print Club with the 
The requisites were rarely assured to _ offer of etchings at $5.00 to anyone 
most American artists and, with few who would subscribe for them in 

exceptions during the first three dec- advance.’ During the following 
ades of the century, printmakers three years, the few prints Wickey 

were compelled to divert coveted sold were to sympathetic friends, fel- 

time and energy to magazine illus- low artists, and former students. 
| tration, commercial art, and teach- The art market declined year after 

ing in order to supplement frugal year. The wood-engraver Lynd 
: incomes from infrequent sales. Each Ward published the depressing news 

faced the hazardous competitions that “1938 has been considered 
that all artists confront in the profes- among print dealers as the worst of 

Sa ET Pe voi fas i Outi sion. There were the struggles for all as far as sales are concerned.” 
i artistic visibility and the quest for There had been attempts to blunt 

! The Year Ss reputation which came with suc- the effects of the Depression and, in 
| th cesses in exhibiting or the honors of — 1932, the Society of Independent 

of e Gr eat prizes. Each artist’s career was af- Artists adopted a barter plan for its 
De ression fected by the acceptance or rejection —_ annual exhibition. The New York 

P by dealers and galleries which were Times reported that, “It was not a 
! crucial for promotion and market- matter of new business that the dis- 

ing, the capricious chances of com- tress of the artists was introduced 

plimentary or damaging reviews— for discussion [by the Board of Di- 
or silence—by influential critics, rectors], for the matter is as old as 

and the good fortune or failure to art itelf. This year, however, it is 

| gain patronage from private collec- more acute. When asked yesterday 

tors or by museum acquisition. [14 March] about the matter, John 

Upon entering the profession, the Sloan, president of the Society . . . 

painter, printmaker, or sculptor dis- said: ‘Artists are always on the bread 

covered the reality of those kinds of __ line, but this year they are in even 

uncertainties. worse straits than usual... ””* Al- 
The hurdles to be cleared by an though clothiers, dentists, lawyers, 

artist in order to attain a simple live- _ and landlords offered their services 
lihood, to reap the benefits of time or goods in exchange for art, the 

| freed for sustained creative endeay- Society’s barter plan turned out to 
ors, and then to display and sell the be a minor palliative. 

art with just rewards were raised se- During 1932—1933 the plight of 
verely by the devastating economic, _ artists led the College Art Associa- 
social, and cultural dislocations of tion to assess the situation and 

the Great Depression. The grim propose a means of support. Mrs. 

conditions began to affect everyone Audrey McMahon, editor of the so- 

in the nation and by the early 1930s ciety’s journal, Parnassus, initiated a 

the ominous portents had become census of needy artists in the New 
| alarming to all artists, including York area who were not on the gen- 

those who had gained excellent rep- eral relief rolls of the unemployed; 

utations and whose works were han- _1,400 were identified. The College 

| dled by well-established galleries. Art Association then petitioned the 

John Steuart Curry, one of the “Re- Emergency Work and Relief Bu- 

gionalists” who had received an ex- reau—whose monies were dona- 

ceptionally good press, wrote in tions from private sources—to plan
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a program of hiring artists to create _ selecting artists arose. John Sloan, as__ headquarters, was not an easy task 
works for nonprofit institutions. President of the Society of Indepen- __ since selections had to be made from 
About 100 were assigned to projects dent Artists, defended the choice of | among many kinds of artists, young 
ranging from poster designing to Mrs. Force as administrator, and the and promising, older and better y 
mural painting. The pay was mini- committee members (who included known, accomplished or merely 
mal and akin to that of trade-labor Mrs. Whitney) by stating to the New competent. The confrontations in 
artisans working in nonunion shops: York Times that they had “long expe- | New York dragged on as a simmer- 
$18 a week if the artist were single, _ rience in giving help to artists and in _ ing standoff throughout the winter 
$25 if married. The program termi- _ finding where help was needed,” of 1933-1934 with the Whitney 

nated on 1 August 1933 with sev- and then declaring that “the trouble | Museum becoming a victim when it 
eral of its features prefiguring the is the natural result of throwing was forced to abandon its exhibition 
kinds of aid and activities when, corn in the chicken coop. There are season and lock its doors on 27 

four months later, the federal Public bound to be feathers flying.”” March 1934. 
Works of Art Project was launched The protests took a more serious Between 1934 and the first years 
on 8 December.® turn soon thereafter when artists of the 1940s a successor to the i 

The Public Works of Art Project met at the Russell Sage Foundation | PWAP, the Federal Art Project 
(PWAP) was an unprecedented ac- to plan a demonstration at the (Works Progress Administration 
tion of the national government, a Whitney on 9 January 1934. Led by [WPA]), employed artists in a time 

crash program directed from Wash- | members of an Unemployed Artists when the economic and social rav- 
ington by Edward Bruce, who was Group—who bore banners pro- ages of the Great Depression were 
both an artist and a gentleman of claiming ART FOR NEEDY ARTISTS the paramount concern of the na- 
influence with experience in the fed- | OR IMMEDIATE CASH RELIEF—the tion and the economic theory of 
eral service, and by Forbes Watson, _ protesters broke through a line of “pump priming” through public ex- 
author, critic, and art editor, who police and entered the Whitney Mu- _ penditures held, as one of its prem- 
was appointed Technical Director. seum. Mrs. Force agreed to meet ises, that the federal hiring of people 
Over $1,300,000 was funneled into —_ with a delegation of five, among for useful purposes—even artists— 

the project before it ended on 30 them a spokesman who stated the increased the flow of dollars as a } 
June 1934; most of the funds were grievances as favoritism and unfair- stimulus to a recovering economy. p 

spent for weekly wages to over ness in hiring.* In reponse, Mrs. The government's funding of art 
3,700 artists across the country. At Force quoted directives from Wash- _ projects was substantial until the 
the outset, speed and expediency ington which advised administrators country was stunned by the bomb- 
were urgent in order to get the to inform “the artists whom you ing of Pearl Harbor. The energies 
PWAP underway. Washington employ that they are not on relief, and resources of the United States 
sought experienced administrative and that, while we are employing were then diverted to waging World 
talents for the sixteen regional head- _ them because they need work, they War II. The art projects phased 
quarters. The predictably difficult are employed to do work which the down to their termination by 1943. p 
post of administrator in New York government regards worthy of their Throughout the terrible years of 
was accepted by Mrs. Juliana Force, hire. . . . we ought all to remember _ the Depression, the national govern- 
Director of the new Whitney Mu- that we are putting artists to work. ment’s art programs had been un- 
seum of American Art. Her dual The success of the project is going able to accommodate all artists who 
roles immediately created a situation _ to be judged by the results the art- applied for support and so discon- 
that was both disturbing and ironic. _ ists produce.” The protesters were tent and protest demonstrations oc- 
The Whitney Museum was sup- especially aggravated by the appoint- curred, especially when funding was 
ported by Gertrude Vanderbilt ments of a few well-known profes- short and artists were dismissed 
Whitney, sculptor and patron, sionals among the many artists temporarily or permanently. But for 
whose long-standing generosity to hired. The Art Digest reported that __ those on the Federal Art Project in 
American artists included the under- “a great scandal was made out of the | New York who had urged greater 
writing of the deficits of the exhibi- _fact that such artists as William opportunities to create prints, 1935 7 
tions of the Society of Independent — Zorach, Joseph Pollet, Hayley turned out to be a reassuring year. 
Artists for over fifteen years and her _ Lever, A. Stirling Calder, Arthur In June, Audrey McMahon, whose 

quiet benefactions by monthly per- Lee, and John Sloan have been on earlier efforts on behalf of unem- 

sonal checks to many deserving art- _ the P.W.A.P. payroll.” Although ployed artists had led to an admin- 
ists.° Nonetheless, the PWAP was works by each applicant were istrative post with the FAP, reported 
hardly operational in mid-December _ screened, hiring by Mrs. Force’s on one of the ambitious proposals: 
when criticism of the procedures for | committee, or at other regional “An American school of colored :
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lithography to compete with the a few created by project artists from produced on all of the federally 
! German and French lithographs can _ Philadelphia, Cleveland, San Fran- funded art projects. Indigenous im- 

be built up and a very talented and cisco, Massachusetts, and New Mex- ages improved the chances of conge- 
eager group of young people is anx- _ico, were exhibited in Prints for the __ nial receptions by those in charge of 
iously waiting to have this oppor- People.'> John Taylor Arms was public buildings who were not al- 

tunity. They are so eager that they invited to give the address at the ways eager or willing to display art 
offer to buy lithographers presses opening ceremonies, surely because _ on the walls of facilities under their 

from their own salaries, and a most of his reputation as a fine etcher and supervision. Afternoon in Central 

stimulating project is now on my in appreciation of his many efforts Park (fig. 4.4) by Adolf Dehn— 
| desk submitted by them.” in the cause of American printmak- _ with its sunset, local landmarks, lei- 

: A proposal for a printmaking ing. His presence lent an aura of surely strollers, and lovers—satisfied 
workshop became a reality several commendation for federal support the preference in subject matter 
months later, and Hyman Warsager _ of the arts which was compounded _ readily enough. Though controver- 

| recalled that “the establishment of by his declaration that “the works sies plagued the project art, more 
{ the graphic division of the WPA/ shown are deeply and sincerely felt often than not the administrators 

FAP in that memorable fall of 1935 and honestly and, in many cases, urged liberal attitudes toward artis- 

injected new hope in the artist anda __ beautifully executed.” '* Prints for tic freedom. Thus, prints were cre- 
new life into the print.” ? Mrs. the People displayed 212 impres- ated in a diversity of styles, espe- 

McMahon quickly assembled a sions. Among the 116 artists repre- _cially those that were published by 
knowledgeable staff. Gustave von sented there were many who were the New York workshop. Alice and 
Groschwitz, who later was to be- well known or whose names would _Pinkline (fig. 4.5) by Will Barnet, a 
come a well-known print curator, become honored: Adolf Dehn, Emil charming and affectionately etched 
was appointed supervisor and sev- Ganso, Fritz Eichenberg, Mable vision of a sleepy child and her be- 
eral artist-printmakers received as- Dwight, Yasuo Kuniyoshi, Fred loved stuffed rabbit, was created 
signments as technical associates. Becker, Raphael Soyer, and Will with a genre and style that differed 

| Russell Limbach, an experienced Barnet. The catalogue announced radically from Fred Becker’s wood- 

lithographer, was given the respon- _ that prints were “available for alloca- engraving of a jittery Jam Session 
sibility of organizing the print shop _ tion to tax-supported institutions (fig. 4.6) with its symbolic distor- 
and named technical advisor. Frank _. . . on the basis of a ninety-nine tions and visual counterparts to jazz 
Nankivell, the respected etcher and year loan.” ” improvisations. And Fritz Eich- 

master-printer of an earlier genera- In late March 1937, another ex- enberg, an accomplished wood- 
tion, worked with artists inexperi- hibition—limited to prints created engraver before he immigrated, via 

enced in the intaglio media, and for the Graphic Arts Division in Latin America, from Germany to 

Isaac Sanger (fig. 4.1) assisted those | New York City—was staged at the New York in the early 1930s, re- 
who created woodcuts and wood- Federal Art Gallery (fig. 4.3). Hol- ceived project publication of a print 

! engravings.’ ger Cahill, critic, essayist, and, by of sociopolitical satire, Military Es- 
By April 1936 a sufficient number _ then, the national director of the cort (fig. 4.7), although the subject 

of prints had been created to war- FAP, came from Washington to was not drawn from the preferred 
rant an exhibition at the gallery of open and salute the exhibition. He “American scene.” With equal free- 
the Federal Art Project. The ebul- introduced the venerable John Tay- | dom, Louis Schanker composed a 

lient mayor of New York, Fiorello lor Arms who, once again, pre- highly abstracted Aerial Act (fig. 
LaGuardia, honored the opening sented an opening-day address and 4.8), reconstituting the acrobatics 

with his presence and Edward Alden also wrote for the catalogue: “This under the “big top” with modern 
Jewell, critic for the New York Times, _ exhibition reflects serious study, synoptic symbolizations of the per- 
reported that the quality of the technical skill and, above all, artistic | formers and an allusion to circus 
prints was “very good,” citing Yasuo _ power.” Moreover, for the express pageantry in patterns of vivid colors. 
Kuniyoshi’s Tight-Rope Performer purpose of assuring the public that The project artists were eager to 
(fig. 4.2), an ephemeral vision of a there was value in employing print- _ explore color printing, which Au- 
young and graceful acrobat saluting makers and to counter the criticisms | drey McMahon had mentioned to 
her audience from the high-wire of “boondoggling artists” supported _ her superiors in 1935. Three years 
platform draped with star-spangled _by federal taxes, the remarks of both __ later she informed Washington that 
bunting.'* A more ambitious display Cahill and Arms were broadcast by _ lithographs in four and five colors 

| was organized for the International _radio station WHN, New York.'® had been created with “signal suc- 

Art Center in January 1937 when Easily identifiable American sub- _ cess” and that the developments in 

prints by the New York group, and _ject matter was favored for works color woodcuts were encouraging.’
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i 4.) Russell Limbach served as the tech- _ presented by von Groschwitz, who 

a Isaac J. Sanger : nical consultant for the successful soon was to become Curator of 
Pe Near Franconia, New Hampshire ventures into “the neglected field of _ Prints at Wesleyan University.”* Al- 
4 beprnae gi ¢ (1937) eS 10 color lithography. He more than though the title of the exhibition 

see ce Opel Aaa elec anyone else [was] responsible for may have been a bit presumptuous 
A Courtesy of the artist. : : A Samia laws es 
oy " the amazing developments in the in declaring a “new tradition” — 

, a] creative use of this complicated tech- _ there were twenty-three color litho- 

eH] 4.2 nical medium.””° Louis Schanker graphs by sixteen artists on dis- 
ceats : : . . 4 . 

vy Yasuo Kuniyoshi became the leader in exploring the play—still, the prints were among 

a Tight-Rope Performer artistic possibilities of color printing _ the forecasts of new explorations, 
fae Dtoeert (1936) 12) Be ; with wood blocks.’! conceptually and technically, in 

8 Passes ee pea Se, ‘ Printmaking: A New Tradition American printmaking. Fritz Eich- 
ae Show) q oe : - | 

EF a] OEE a he Ig of. se was chosen as the title for the ex- enberg conjectured later that, “per- | 
eS5 Graphic Arts Division, Federal Art Project ee - Beane : ‘ a 
ee (New York, 1936) hibition of 1938 at the project’s haps printmaking as an independent 

al Library of Congress, Prints and Federal Art Gallery, by then located art received its first powerful impe- 

a Photographs Division amidst the many art dealers shops tus during the Great Depression of 
Ble on West Fifty-seventh Street in New the 1930s, with the creation of the 

aa York City. The Foreword for the Federal Arts Project . . . [and] fine 

ah catalogue was written by Zigrosser artists such as Stuart Davis, Arshile 
a and an essay of “explanation” was Gorky, and Louis Schanker pro- 
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oe 
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SH: 4.3 Shown in the exhibition of prints at the 
aes Raphael Soyer Federal Art Gallery (New York, 1 

, Working Girls Going Home March—April 1937). 
oe Lithograph (1937) 11% x 9% Philadelphia Museum of Art. Gift of E. M. 
ay Published by the Federal Art Project. Benson. 
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| 
duced prints which heralded new art The Graphic Arts Division of the 4.4 
forms, under government patron- FAP, and a very few artists working Adolf Dehn 
age.” (fig. 4.9.) Jacob Kainen, one _ independently, were to make an- Afternoon in Central Park 
of the project’s artist-printmakers other contribution of consequence _ Lithograph (ca. 1937) 9% x 13M 
(fig. 4.10) and later Curator of to the future of modern American a eee : . zm - CTR ne 
Prints and Drawings at the National _ printmaking—the adoption of Pissed ae as e | 
Collection of Fine Arts, reminded us the commercial process of screen- A Be | 
in 1972 that, “we should not over- printing and adaptations of it to the : 
look the importance of the WPA needs of artist-printmakers. Screen- i 
graphic arts division in providing printing, or silkscreen as it soon 
the initial impetus [to modern would be frequently called, was a a 
printmaking in the United States stencil-planographic method of pro- ! 
after World War II]. The project art- ducing multiple copies of typogra- Ee 
ists bridged the gap between the old _ phy, designs, or images. During the a 
moribund etching societies and the _ early decades of the twentieth cen- ; 
unprecedented flowering of graphic tury, technical improvements of the , 
arts that has taken place during the _ process had been made by craftsmen | 
past two decades. When Stanley who sought economical and ex- | 
William Hayter came to this country _ peditious ways of color printing he 
in 1940 to open his experimental placards, pennants, bottle labels, 
arts studio, Atelier 17, he found the _ billboards, and designs on a mis- 

artists ready.” cellany of consumer products. De- Le 

ee 

_s
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SS ee ee = —<~s. printing had been developed in 
2 ee ee al: ee commercial shops by 1932—cutout 
9 SS SSF ; } % \f —— _ paper stencils that were attached to 
ie eS Re eae = - x the frame and under the screen; 
WN, a ; ary \ ah “ * shellac or lacquer stencils that were 
ay Ki p ak uy is rH - ME i, - * painted, or ironed, on to the cloth, 

NY Bn ed (A SE alee Ze = it AR blocking the pores of the silkscreen 
AN yi Wie i A NG RR ZZ vy ne in the negative areas; liquid glue- 
aA ta Wea a si: RY Shed NOY ; j ct) Ny \ REL, 1 i ni (i ed coy blockout or tusche-and-glue wash- 

ty A \ Vi ii oe ee eat ‘ ee uy out methods; and photo-stencils, 

| aN ‘ Wi oe Fe oN FS] his a> the last a process that was to encour- 
Na Ew fm iy - Fok Es WS S age a plethora of Pop Art prints in 

Ee 1 Pae”, ae oé Kat Ss \__ the 1960s and 1970s.” 
aaa Mi ee ae ie . * Hee ON : . By 1940, the growing accep- ‘ 
BAAS a o ny ay sue ‘ ” es DB tance of the commercial craft of F 
HY! Ne ty ih RN is \ ] / Wor Ta : ee screen-printing by artist-printmakers | 
Tae aS Bi a Shs Van \ j SM xr Mi i brought forth analogies to the 
QOS " aS Pec i ; Pah a A 4) iN much-earlier technical adaptations in | 
H PC fs re i hi ii q A i, . Ay SS Dy: the history of European printmak- | 

1 eine eo he 4 a " H\ A Sea ing—the superb woodcuts whose 

ia Lamas 77 AN WW A Ae ve | craft had been derived from the 
ae A / lee A i NYY items | printing of late medieval designs, 
Pe 7 RAN ANY \\ Mi Pe Symbols, or images on textiles, play- 

Nt Rios Sa Ne : ik : aA VN i Fi ne , So ing cards, or religious prints with : 

NS . WW w P SS wea rH Ree relief-cut wood blocks; the fifteenth- i 

y oe Se j RN AM Matar ery kate fy century engravings of images on f 

iW EL \ y ay , NS SENNA ae \ Hae = copper that had evolved from the in- 
5 ‘ ? I eS \ S Neon TY ith 1 i fy, ising of ornamental designs with } 

SO en, | “a Si SY We auinnks = pointed gravers by goldsmiths and 
en A an Wh), A SW NaN RAT Raa | other artisans working with metals; 

e A tea A, Tae - AA Se : S } the more subtle pictorial illusions in 

, S SAN ie SEY) y, if \ Ss Ne . SS BTS ‘ | prints of subsequent centuries aided 

NaN WE ey, HE | i \\ SOVERRN AN At | by the techniques of etching which 
SO AG i Pat AY NY Ne | had antecedents in the acid-resist \ NOON UA AS NS Naw PvE eI ET 

ay hs ee Hy LAR MAY ARS A \\y \ \S SAY Ae methods of decorating iron in the 

a Ue A MN h\ \ CAO Oe ® armorers’ shops; and the handsome 
BRAG } neh \ ih TR ea Oi ANN Ash \ AAS A ANY cat | lithographs of the nineteenth cen- 

UA an MIN it Ve RAN iH A Way VA ee A) tury that were created after artists 
YP ae NY ANAL aa BS SAN \ w\ a ae adopted Senefelder’s invention—a 

} Wee i FH RA NR A * AN ee www A as 4 »| planographic method of “chemical” 

RHA Py is Ny aero SVAN 3 iA 4 or lithographic printing from stone 
i a cc RS ANA AN EZ —for reproducing musical scores on 

paper and designs on textiles. There 
was another kind of analogy that 

4.5 scribed simply, a finely woven silk was applicable to the new silkscreen 

Will Barnet cloth was stretched on a supporting _ prints. Historically, few masterpieces | 

Alice and Pinkline wooden frame, forming a taut, po- _ of printmaking had been created by | 
ers (1936) 8% x 5% rous fabric surface to which a stencil _ artists in the years immediately fol- 
o ished by the Federal Art ae was applied. The stencil openings al- lowing the adoption of an extant 

ourtesy of Associated American Artists. lowed paints to be pressed through _ craft medium unfamiliar to them. 

the exposed areas of the silk mesh, And correspondingly for silkscreen, 
thereby replicating designs, images, _a few years of exploratory trials had | 
or lettering on paper, cloth, wood, to pass, often with awkward results, 

glass, metals, or other materials. All before the medium was sensitively 
of the basic methods of screen- used with a splendid coalescence of |
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artistic conceptions and craft. poleonic politics—had held a large 4.6 @ 
By the early 1940s there were in group exhibition of lithographs.” Fred Becker te 

some quarters enthusiastic advocates Guy Maccoy, a young artist from 4 Session vee ee 
of silkscreen as a new fine art me- the Midwest, had been one of the Sin nie! Fi oe 4x 9% Ps 
dium. The critic Elizabeth McCaus- first to adopt screen-printing as a Oa), roe om i rece eS 

: : Shown in the retrospective exhibition, aes 
land used exuberant rhetoric when fine-art medium. In 1932, Maccoy f ale 2 | 

a uns F 3 : American Prints from Wood, organized by § 
writing about three early exhibitions was hired by a company in Hobo- Fhe SHELGIn oT IO GaN | 
of silkscreen prints presented in ken to assist Geno Pettit in decorat- —_yyisconsin Union, University of Wisconsin- p 
1940—at the Springfield Museum ing candy-box covers. To complete a Madison. Ee 
and the ACA and Weyhe galleries in _ rush order they turned to screen- Ba 

New York. She proclaimed to the printing as an expeditious method Pe 

readers of Parnassus magazine that of speeding up the piecework. Mac- Be 
“there is exciting historical portent coy purchased the necessary equip- ee 
in the speed with which the silk ment from the Colonial Silkscreen ee 
screen color print has captured the Supply Company in New York. Ae 
fancy of contemporary graphic Soon thereafter, the Hoboken firm Bees 

artists. It is as exciting as if in 1800, failed and Maccoy, left with the ma- i a 

two years after Alois Senefelder had _ terials and a personal debt for their i 
discovered lithography, the French purchase, set forth to produce and ie 
Academy—amid the throes of Na- sell silkscreen prints in an effort to ee 
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a 47 help himself survive as an artist.?7 printed in editions of ten to twenty 
i Fritz Eichenberg Before the year passed Maccoy had _ impressions. The following year, 

: Military Escort ; created two silkscreen prints, Ab- with his artist wife Geno Pettit, 

poeta, ire eee ee straction No. 1 (“Woman Holding Maccoy bought a trailer and hit the 
: See Cee eat TOILE: a Cat”) and Still Life. The latter, road. Living as an itinerant artist, he 

| Shown in the retrospective exhibitions, ‘ ‘ . 
American Prints from Wood (1975) and screened with nine colors, had fea- presented demonstrations and pro- 

5 ! WPAJEAP (1976), exhibitions organized tures of modern abstract art and, as duced silkscreens in the trailer, each 

ef by the Smithsonian Institution. Maccoy informed Zigrosser, was of which was sold for a pittance 
; Library of Congress, Prints and stimulated by the exhibition of from his continually replenished 

ay Photographs Division. pochoirs—hand-brushed stencil stocks. Maccoy’s prints became 
ae works—by Picasso, Braque, and more and more complex in the mul- 

: | other French artists at the Weyhe tiplicity of color screenings, over- 

Be Gallery.”* printings, and pastose layers of silk- | 
ae Maccoy’s ventures led to the first _ screen paints as he sought greater : 
a one-man show of silkscreen prints in _ pictorial illusions. Eventually, the : 

s a 1938, sponsored by the Contempo- compositions feigned effects usually | 

25 rary Arts Gallery. The catalogue, created in paintings, such as those in 

# Guy Maccoy’s Color Prints: Silkscreen Three Trees and a Low Sky (color fig. } 
I Process, listed sixteen small prints, in- 1), one of the first prints in the silk- 

a cluding Abstraction No. 2 (fig. 4.11), screen medium to receive a Pennell 

a |
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4.8 
Louis Schanker 
Aerial Act 

ss fi = Color woodcut (1940) 12Y%6 x 14Y%6 

WH ' Published by the Federal Art Project. 
\ ae Le Shown in Prints for the People —Selections 

| REN ‘ 2} aN. from New Deal Graphics Projects, at the 
| 7) Ss © = SH 7 ™Q National Museum of American Art 

“Bets int 4 : SI : (1979). 
Z National Museum of American Art 

iy, | (formerly National Collection of Fine 
| j Arts), Smithsonian Institution. Museum 
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Color lithograph (ca. 1938) 127% x 10 
Published by the Federal Art Project. 
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By 4.10 : 
2 Jacob Kainen & 
4 Cafeteria iN 
. Color lithograph (1936) 12x 16% a a“ 
a Published by the Federal Art Project. be 
a Shown in the exhibition, Jacob Kainen: bid 
ao Prints, a Retrospective, at the National | ie PA > a Ses 
a Museum of American Art (1976). Y | / vy N ie “Tea 
3 : National Museum of American Art f y. V 7 \ | ead oat 
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a 411 arg i ica Pu uy Maccoy PER ait poe Am | 
4 Abstraction No. 2 soa ws i | 4 yy es 
ul Color silkscreen (by 1938) 5% x 7Ys Cea Sia eee Fae ge 

ae Shown in the first one-man show of silk- ey es ae 
a screen prints at the Contemporary Arts e a ‘ey — i 
a Gallery (New York, 1938). ae | #4 ti. 
Fl University Gallery, University of : f Bepami 
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purchase award (1943) and enter with eleven colors that projected a Zigrosser was collaborating on an 
| the collection of the Library of picturesque scene of ice skaters ina exhibition for the Weyhe Gallery. As 

Congress. seasonal American landscape. It was | Anthony Velonis, Hyman Warsager, 
The inclination to seek “painterly” dependent upon painting for its and Zigrosser were planning the dis- 

' effects was not unique to Maccoy’s conceptual characteristics, but the play, a wish was expressed that a 
prints. Similar allurements seemed screen-printing process fell within new technical title might be found 

i irresistible to other artists who the definition of an original print which would suggest distinctions of 
adopted silkscreen by the end of the and, in 1942, Gottlieb’s work re- quality between “creative and com- 

| 1930s. Hyman Warsager, Harry ceived the Eyre Medal for the best mercial” silkscreens. Zigrosser re- 
Gottlieb, and Leonard Pytlak often print in the 40th Annual Exhibi- called that “I had discovered an- 

chose to ignore a graphic aesthetic tion of Watercolors and Prints at other Greek root related to silk 
and seized the opportunity to use the Pennsylvania Academy of the beside the one he [Velonis] men- 
many screens, colors, and complex Fine Arts. tioned, namely, ser. What did he 

j printings in order to simulate the Also in March 1940, Elizabeth think of the term serigraph, silk- 
nuances and illusions that usually McCausland had assembled the drawing, by analogy to lithograph, 

. 7 had been reserved for watercolors large exhibition of silkscreens for stone-drawing? He approved in- 
and oils. the Springfield Museum with many _ stantly, and so the name was born.” ? 

j Shortly after Maccoy had the first _ prints by the artists who had worked —_ Furthermore, the planners chose to 
one-man show of screen-prints in on the Federal Art Project in New print, as the cover for the exhibition 

4 1938, a silkscreen unit was launched —_ York. All of the first six enlistees for _ catalogue, a design that displayed a 
within the Graphic Arts Division of the Silkscreen Unit were represented _ flying stork from whose beak dan- 

| the New York FAP. The venture had along with others who had joined gled a swaddling cloth bearing a 

been urged by two members of the _later—Chet La More, Leonard framed serigraph—coupled with the 
{ Poster Division, Richard Floethe, Pytlak, Mervin Jules, and Edward pronouncement of an “Exhibition of 

the director, and Anthony Velonis Landon. Also on exhibition were New Color Prints in a New Creative 
who had been trained in commercial _ prints by Sylvia Wald who would Medium.” The cover’s themes sym- 
screen-printing shops. Velonis was become one of the most sensitive bolized the spreading assumptions 
persistent in his arguments that silk- _ makers of silkscreens, creatively and _ that the twentieth century was wit- 
screen would be a medium of merit __ technically, during the fifties. Wald nessing the birth in America of a 
for printmakers and the experimen- _ was among those who had set up a_new process of printmaking. And 
tal unit was initiated under his silkscreen workshop on East Tenth not long thereafter, the scholarly 
supervision.” Six artists were en- Street in the fall of 1939. The ven- _ term incunabula was assigned to the 
listed: Elizabeth Olds, Harry Gott- _ ture was independent of the FAP al- _ silkscreens of the late 1930s and 

| lieb, Ruth Chaney, Louis Lozowick, though some of the artists who early 1940s, implying a historical 

= . Eugene Morley, and Hyman War- joined the workshop had been intro- analogy to the earliest fine-art prints 

| sager. Other artists were added duced to the medium on the federal created in Europe during the fif- 
| gradually while some, who found project or stimulated by the suc- teenth century. Despite such preten- 
i silkscreen unsuitable to their graphic _ cesses of the Silkscreen Unit. By sions, the art form was still experi- 

tastes, left the unit. Although the May 1940, their commitments led encing an uncertain infancy. 
early prints now seem modest in them to organize as the Silk Screen The small serigraphs exhibited at 
quality, the level of successes encour- Group, “composed and controlled the Weyhe Gallery in 1940 had been 
aged similar ventures in silkscreen by artists whose aim is the develop- _ printed in unlimited editions and 

j printing at other federal projects ment of the silkscreen print as a were minimally priced at $1.00 each 
| across the country. graphic arts medium.”* Four years _in order to attract purchasers who 

| The mounting interest in print- later, the Silk Screen Group reor- were not affluent collectors.** But 
making with silkscreen was affirmed _ ganized and became the National then, during the preceding years of 
by several other events that occurred Serigraph Society with Doris Melt- _ the Depression, most prints in deal- 
around the turn of the decade. In zer as the Director and with am- ers’ portfolios yielded low prices, 

| March 1940, the ACA (American bitious plans for exhibitions, a sales such as those of Thomas Nason con- 
Contemporary Art) gallery spon- gallery, classes, and a lecture signed to the Kleemann Galleries 

f sored the second one-man show of _ bureau.*! which advertised his intricate wood- 
silkscreens, a display of prints by Serigraphy, a term for screen- engravings at $8.00 each and the ex- 

Y Harry Gottlieb. Among the twelve printing as a fine art, was newly ceptional copper-engraving, Farm 
works was Winter on the Creek coined and introduced to the public Lane, for a top price of $12. And 
(color fig. 2), elaborately printed in 1940. It was concoted when Carl because marketing by dealers offered
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Pe 4.12 artists scant income, in 1933 aCon- _ failed, another victim of the de- 
i Charles Locke temporary Print Group had been pressed economy. 
a City Wharves : formed to sell works by mail order. The mail-order solicitation of the 
| pact pam Sil = . a oe Adolf Dehn, Charles Locke, Regi- Contemporary Print Group was 
ne ninted ty George Miller, Published by the: aig Marsh, Mabel Dwight, Thomas _ tried again with more business acu- 
pal Contemporary Print Group in the second . A 
a borifolis of Tite American Scene Hart Benton, and John Steuart men when, in mid-1934, Reeves 
a ShommnLemnrion ire fod I: Curry were among the artists. The Lewenthal initiated the Associated 
a American Print Publishing Between the group announced that the print- American Artists. In addition to 
E ; Wars, at the National Museum of Ameri- makers would “comment on the so- _ handling the works of active print- 
ae can Art (1980). cial scene and express contemporary _ makers, many artists who had been 
a Milwaukee Art Museum. George B. Ferry _ life,” and that a subscription of $15 _ painters by preference were urged to 

ae Memorial Fund. would reserve a set of six prints try printmaking or to direct more of og : E : : 
Ef comprising The American Scene, Se- their efforts toward prints. Artists 
ae ries I. Marsh’s lithograph of unem- were offered flat fees of $200 for 
a loyed clustered below the towerin each edition with additional incre- 
ere Bioy 5 : 8 : : ay equestrian statue In Union Square ments if more than ten impressions 

a was the first to be published. After were sold by the AAA’s aggressive 
aa Series IT was issued—to which promotions across the country. Un- 
ea Charles Locke contributed Ca like the earlier advertisings of prints 

ee ied) : ‘i 8 P 
oe Wharves (fig. 4.12), one of his fa- as premiums in order to attract sub- 
a vored subjects of Brooklyn docks scribers to the [old] Masses and the on » 

zB : and stevedores—the enterprise New Republic, the AAA adopted 
ce 

a
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4.13 

SEND AT ONCE FOR YOUR COPY Advertisement by Associated American 
Artists published on the back cover of 

of Brochure Containing Reproductions of the Art Digest (1 January 1935). 

FIRST COMPLETE COLLECTION OF a 

ecdotal street incident of lower New 
4 Oo R I Gl N AL York City selected for reproduction 

: in Fine Prints of the Year, a book 
Artisis Artists : is _ 

Loren Barton E T C H I N G S Robert Lawson annual published in London with 
Thomas Benton BY W. C. Locke choice works created in England, 

Luigi L c 
oe 36 DISTINGUISHED wr een western Europe, and America. The 

lice Stand: eon * * . 

Philip Cheney AMERICAN ARTISTS Joseph Margulies AAA issued many lively etchings 
John Costigan jerome Me and lithographs, but its course was 
John Steuart Curry ery Earl McKinney A : : 
Lewis Daniel rs Sa r FG fra Moskowitz cautious. Prints by Americans who 

Adolph Dehn tow sae \S Py Van: ~~ 4 Frank Nankivell were inclined toward abstract art 
Christian Dull 2 pS La H. Armiard Oberteuffer . a‘) 
heii é " Me oN : Pic were omitted in favor of works urchill Ettinger mm a Mu Serer, Henry Pitz : : ; : 
Don Freeman r oe UE Chauncey Ryder steeped in narrative or pictorial sub- 
Whsded Geant EA © ae 7 Margery Ryerson ject matter. 
J. Knowles Hare am y, © a oe George Shorey 
William Heaslip a A Gace Yngve E. Soderberg All art dealers, by the nature of 

Albert Hechman yl a nai nS BS tis Szanto their profession, must be promoters 
Irwin Hoffman ? i | ae: C. Jac Young : : 
Andrew Karoly en A Henty Zeus in one way or another. The publish- 

nee Tere ing of handsome brochures of their esa by IRWIN HOFFMAN er : : 
wares or advertisements in appropri- 7 ; - 

The First Presentation of ate journals have been standard 

Tue Associateo American Artists See ee Oe 
ae ated American Artists followed the 

This enviable collection of prints is notable not alone for diversity of subject but for quality of crafts- = es fe . 

manship. Each print is worthy of the signature it bears. They are offered for sale, singly or collectively, same patterns except that in Issuing 
at $5 cach—an unbelievably low price for undeniably distinguished work—as the first step in this brochures or writing mail-order ad- 
Association's purpose ee simulate Brestee interest in the otk fof ee American art . . . vertisements they introduced the 

The brochure also contains interesting biographical data pertaining to the artists and a brief resume of J S 
the parpose and aims of the Association. rhetoric of hard-sell promotion. In 

Se COUPON = 1941, the AAA announced that 

YOUR CHOICE $500 cacH fo Fh, TEAR, oUT,, ane, walt coupon’ some of the prints had been pur- 
1 ‘Astoclated American Artists, chased by the Metropolitan, the Art 

‘This low price is possible only through the ! 11 West 42nd Street, New York : : A 
participating artists’ cooperation in a con fo Institute of Chicago and other im- 
Ee aes Be NRC FEE aL cd te alr actine cont ucts of 40 portant museums. The offerings sents an educational and promotional effort | Griginal etchings I enclose. {Ge an sree, wevetians of 40 e 
directed to bring about a wider understand- portation. therefore, were, “INCREDIBLE, BUT 
ing and appreciation of fine prints, and tof 
asad a ounoreip: nicest } Name TRUE! ONLY $5 FOR A SIGNED ORIG- 

i : 
Associated American Artists { “%°* INAL BY GRANT WOOD, THOMAS 

‘Tl West 42nd Street New York, N. Y. ' City G State BENTON OR 65 OTHER GREAT ART- 

ISTS . . . IF YOU ACT PROMPTLY!” © 
Both the banner of the advertise- 

mass-marketing techniques with dis- cially the program has yielded large ment and the reproduction of Plant- 
plays in department stores of many _ returns” and that the AAA had ing (fig. 4.15), a lithograph by 
cities, exhibitions at universities and — moved to new headquarters, with Benton, suggested that the AAA 

| women’s clubs, and sales by mail or- _ spacious sales galleries, on Madison _had discovered that the works of the 

j der. A full-page advertisement in Avenue.* Works by Dehn, Nanki- Regionalists were very attractive to 
j Art Digest for 1 January 1935 (fig. vell, Ernest Fiene, Gordon Grant, its clientele and should be issued 

4.13) announced the availability of Luigi Lucioni, and other experi- with steady frequency. The print 
forty original “etchings,” signed by _ enced hands were published in the was typical of one type of Benton’s 

| the artists, at $5.00 each. The suc- late 1930s, usually in editions of regional subjects—a severe land- 

4 cess of the sales campaign encour- 250 impressions with each adver- scape of a small, marginal farm in 
aged further publishing and, in tised at the customary $5.00 price. southern Arkansas, with a barefoot 

1936, Edwin Alden Jewell reported — Such was the offer of Peggy Bacon’s __ black man guiding a mule-drawn 

in the New York Times that “finan- The Rival Ragmen (fig. 4.14), an an- _ plow and the woman casting seeds
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ae 4.14 Published by Associated American Artists. 
ae Peggy Bacon Achenbach Foundation for Graphic Arts, 
aH The Rival Ragmen the Fine Arts Museums of San Francisco. 

Bris Etching (1938) 57% x 8% 
i 
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ce 
Bi 

He by hand into the turned furrows of from critics. Thomas Craven, a nating rot of European gadget 
a leached land. long-time friend of Benton, took the _makers—have found their proper 

; i | Benton, Wood, and John Steuart supportive stance and became a self- _ level as eccentric window dressing 
es Curry had grown up in agrarian appointed publicist for the art of the for department stores. Never before 
io outlands—Missouri, Iowa, and “American scene,” generally, and of the current emergence of painters 3s ! ? : ene, o ye : g P 
: dl Kansas—and their preferred images _ the Regionalists which, for him, and printmakers who create local 
a were drawn from the legends and included some works by Charles and regional images] has anything 
ay life of an older rural culture that was Burchfield and Reginald Marsh. At —_ remotely approximating a popular 
oa changing rapidly. They advocated an _ times, Craven’s exaggerations of the | movement been seen in America.”*” 
ary art that was “thoroughly American,” virtues of those kinds of American Craven’s misjudgments, written in 
en identifiable by local or regional art and artists bordered on embar- 1939, were not only misleading art 
ae themes rendered in pictorial narra- rassing puffery. And with scant fore- history but they turned out to be 
eo tives. Moreover, they wrote and sight, or hindsight, he advised in his flawed prophecy in view of the 
Pa spoke out against the “alien” forms, introduction to A Treasury of Ameri- mounting influences of European 
ae influences, and encroachments of can Prints that “the succession of avant-garde ideas on American 
ple) modern European artistic move- fancy cults emanating from the stu- rintmaking, conceptually and tech- aa ana : ne) SE ooon Pp 8: pee) 
any ments. Their art and their state- dios of Paris is dead and, for the nically, during and after World War 
oe ments, especially those of Benton, most part, forgotten; and the abor- II. But in the late 1930s and early 
om evoked both opposition and support _ tions of surrealism—the culmi- 1940s, the purchasers of modestly 
Bae . | 
ae 

Ree ee 
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uy cae : 4 Be priced impressions issued by the cowhands, picturesque transforma- 4.15 be 
Associated American Artists—espe- __ tions of ballads sung in the hill Thomas Hart Benton ia 
cially those created by the Region- country, or dramatizations of leg- Pi lanting a 
alists—hardly had need of any opin- ends such as the verses that recalled Lithograph (1939) 9% 12% Se 
ions by critics to reinforce their the tragic tale of the lovers Frankie : —_— saan oes Artists. fe 

| favorable inclinations toward prints and Johnmie (fig. 4.16).°* Frequently,“ De SEN TRDECII NG CTE ; a = : ees ; : Y Americans at Home and Abroad: Graphic ie a that were filled with storytelling im- _ the nostalgic themes were derived A : ee | eee 2 5 : rts, 1855-1975, at the Elvehjem Mu- Bas | ages and composed in simple pic- from regions that had been cul- seum of Art (1976). is 
\ torial renderings. turally centripetal, as were the Mis- Elvehjem Museum of Art. Gift of Mr. and ne 

For many viewers, the works of souri Ozarks of Benton’s youth and Mrs. Willard Hurst. Le 
Thomas Hart Benton seemed to be whose isolations, he acknowledged, pees 
fresh revelations of folkways dis- were fast being penetrated during e 
covered in the bypassed recesses of his lifetime. In 1939, 20th-Century- ee 
the old Border States. In prints, as Fox, as a promotional ploy for its ie 

1 in his paintings, he recreated an ar- filming of John Steinbeck’s The is 
| ray of local and regional realities and — Grapes of Wrath, sought to match - 
i myths—poor sharecroppers bound artist with author by commissioning oa a oe ee : cou frees | to unfertile fields, migrant threshers, Benton to create six lithographs— ad 
| roustabouts of the oil-boom towns, with reproduction rights to bill- A 
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4.16 board size—one of which was the coyotes stealing pigs, tornados, a 
Thomas Hart Benton melancholy synopsis of destitute, barnyard baptism, animals and hu- 

Frankie and Johnnie migrant “Okies” in The Departure of — mans as flood survivors, hogs killing 
Lithograph (1936) 16% 22%4 the Jonds (fig. 4.17) from drought- rattlesnakes—or episodic landscapes, 
oe at the os American Artists stricken Oklahoma. Two years later, such as The Line Storm (fig. 4.18) 
galery (1937) es, with Huck Finn and the still-considerable popularity of with its men, mules, and hayrack in 
Jesse James, all lithographs whose composi- B 5 A : : ie . ae ws 

5 a enton’s regional images drew a rec- a race for shelter before the swift ad- 
tions were prefigured in the Benton murals j dlobGOl000NaIhis exhi rare GeRehi a apoedite 
for the Missouri Capitol. ord crowd of 60, to his exhi- vance of a lightning-charged tem- 
Seattle Art Museum. Eugene Fuller bition at the AAA galleries. The pest of the prairies. Curry’s picto- 

z : closing date was twice postponed rializations of the people of the Memorial Collection. g pooty PeOk 
and the success of the display was sparsely settled wheatlands, the nat- 

confirmed by the sale of half the ural disasters occurring on the rivers 

paintings, seventy-five of the $5.00 and plains, and the brutal acts of 
lithographs, and twelve larger survival by animals of the region ap- 

prints.” peared at a time when there was a 

Curry, more constantly than Ben- flurry of interest in American folk- | 

ton, chose to recreate in lithographs ways and legends, larger-than-life 

the themes that he had rehearsed in folk figures, and fading customs of | 

his paintings. They were dramatized __ regional cultures. This interest was 

illustrations of boyhood experiences _ hailed as a rediscovery of the Ameri- 

or the often-retold tales of animals can heritage and welcomed as a con- 

and settlers of the Great Plains— tribution of long-neglected motifs
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for the music, literature, and art of incidents were often singular or in- 4.17 
the nation. Curry’s most-sought- jected with emotive dramatizations Thomas Hart Benton 

after lithograph was—and still ii— _ by the artist. The Departure of the Joads 
the flamboyant figure of John Brown Curry and Benton had tentatively Lithograph (1939) 12% x 18% 

(fig. 4.19), the legend-surrounded tried their hands at lithography in Commissioned by 20th Century-Fox as 
and violent abolitionist who had in- the late twenties, the former under EE the Sil based on John 

cited slaves to rebellion.” The print the guidance of Charles Locke at the nen - es Grapes of Wrath. 
i , Show 

} of Brown, with a symbolic cyclone Art Students League. Grant Wood CNG EEE Ce exnieion, : ? eae . i : American Prints, 1870-1950, at the Bal- 
in the background, was otherwise a did not work in the medium until : M 

o itional segment of the full- 1937 when all three were creatin: POM SORt ENA 2O7G) | compositional segment of the l 4 ting Art Institute of Chicago. Gift of Mrs. H. S. 
length figure of the pre—Civil War lithographs for the AAA; the im- Perkins 
fanatic, arms akimbo with rifle and pressions were pulled at George 

Bible, which dominated The Tragic Miller’s workshop. Wood’s litho- 

Prelude, Curry’s mural in the state graphs were conceived with none of 

capitol at Topeka. Despite the popu- _ the boisterousness, bravado, or ex- 

larity of the print of Brown as a folk — aggerated actions of Benton’s com- 

figure in American history, elevated positions which were often realities 

to epic stature, it was atypical of revised by his flair for showmanship. 

Curry’s work. He usually presented And unlike Curry’s topics and inter- 

interpretations of his own observed _ pretations, Wood rarely suggested 

realities of life on the prairies or the — drama or melodrama of humans or 

retelling of the tales of Kansas. Such animals reacting to the uncertainties
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4.18 of elemental forces of the natural en- 4.18), Wood’s prairies and people | 
John Steuart Curry vironment or the physical violence were constructed like models and 
Line Storm of bestial conflicts. Wood’s litho- manikins with a severe ordering of 

i 3, 7, . = * * Lithograph (1935) 9% x 13% ; graphs, with a few exceptions such disorderly natural forms and by a 
oo pecans a. as Midnight Alarm (fig. 4.20), bore technique of carefully hatched 

ohown in the retrospective exhibition, . cL: mises C . 3 : Print in the Unite ' Sites nt , oe y the utter quictude of his paintings strokes of the lithographic crayon 
s he Eigh- : ie . 2 ae Ki 

‘ © that projected an Iowa of silent peo- _ that permitted no signs of hidden teenth Century to the Present, at the Na- Pe eaetos a sh opiaue 8 
tional Museum of American Art (1981) ple and of prairie landscapes with- disarray in a settled landscape and 

National Museum of American Art out ambient atmosphere or hints of circumscribed life. 
(formerly National Collection of Fine nature’s inevitable changes. They al- On rare occasions, Wood di- 

Arts), Smithsonian Institution. Gift of luded to an austere and culturally gressed from his sober recitations of 
Malthy Sykes. rigid society of ceaseless labor or the labor, landscape, and life of 

prescribed good deeds, whether it farms or small towns and satirized, | 

was the conscientious tending of the in an amused manner, traditional or- 

land with its well-groomed fields or ganizations and their members as in 
an observance of ritual tradition by Daughters of the American Revolu- 
a Tree-Planting Group (fig. 4.21) on tion, Shriners’ Quartet, or a cere- 

the annual Arbor Day of the Great monial Honorary Degree in which he 
Plains. Unlike Curry’s tale of the ter- drew his own likeness as the circum- 

ror of flight before a Tornado Over spect and dumpy recipient of a doc- 

Kansas or the sudden and threaten- toral hood. But those spoofs were 
ing transformation of the benign caricatures doggedly done without 
countryside by The Line Storm (fig. the witty conceptions and sprightly 

| 
|
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a 

larity of similar subjects in the litho- a 
name — graphs, and the modest prices which fe 

at at the Associated American Artists had BF 

’ ane yi : set for its nationwide promotions. ay 
is eT ace ’ 3 Loe On the other hand, few claims of o 

a, tae 2 ule ne innovation in the art of printmaking ea 

Seti oa otal om may be made for the three and they Ea 

Bs . a gave little dedication to the appren- y 

, &, =" ; ticeship that is requisite for technical ee 

-— 2 : . i knowledge and then printmaking zi 

a eee Ny es ; mastery. The latter qualities, which mat 

: pays me ie : arouse the admiration of fellow a 

: Se —— Pies intmak d isseurs, were 7 ee Se ee printmakers and connoisseurs, were a 
> eg 2 wal’ oe - displayed more often in the prints a 

° agai of Dehn, Bacon, Eugene Higgins, : 
ai € ces and Fiene—also published by the - 

5 AAA—or of other contemporaries é 

Yesee> with constant commitments to the Ba 

x eS cs : — art such as Harry Sternberg, Ra- Be 

a 2S Sie Ps a phael Soyer, Reginald Marsh, Armin a 

4 ees 4 iy See = Landeck, and Stow Wengenroth. in 

= i a4 bos oe eee = During the decade, a few print- a 
2 Z oe, ma ae NS makers displayed abstract concep- a] 

4 ee a Been Ps tions and an interest in color : 

£ ee he ‘ S printing, only hints of the radical di- a 

ecw Ps al Bis, rections that so many would take in 
ins : - the 1940s. The majority described a 

x Bee =) kN 5 egg the “American scene” with estab- p q 

4 ge sree ba — ® _ lished techniques or adaptations of j 

| esd 3 t wi silkscreen that were compatible with : 

& \ representational imagery. Hee 

1 Charles Locke, who had learned el 

| lithography at the Mechanics Ohio 3 

4 © Institute in Cincinnati, was chosen a 
ah § by Joseph Pennell to take over the a 

classes in the medium at the Art i 

Students League in 1923.*! Locke ie 
compounded the prints of realists by ie 
recreating the life on New York as 

4.19 draftsmanship of satirical prints by streets or the docks of nearby ie 

John Steuart Curry Peggy Bacon or the liveliness of Brooklyn, as in City Wharves (fig. a 
Jolm Brown 7 etched commentaries on the frailties 4.12). Sternberg, who began print- a : 

Lithograph (1939) 14% x 107% of human behavior which John making with similar glimpses of city Ee 

Briel ty Gearge Mille Beiishes Wy Sloan had observed at every glance life, later turned to laborers and in- 7 4 
| Associated American Artists. a y 8 ‘ aS : S = 
| Shown in the retrospective exhibition, Benton, Curry, and Wood con- dustrial complexes, subjects forecast i: 

| American Printmaking: 1913-1947, at tributed their full share to a broad- by The Vanishing Giant (fig. 4.22). ie 

the Brooklyn Museum (1947). ening of the market, especially This theme of railroads, which had E 

Madison Art Center. Langer Collection. through the appeal their prints had —_ appeared in several prints by Hop- te 

to individuals who theretofore were _ per, was also intriguing to Marsh a 

untutored in collecting. The conti- who began to etch engines and rail- : : 

nuity of their lithographic projects road yards repeatedly as digressions a 

and successful sales was supported from his better-known prints of a 

by the well-publicized prominence bums, burlesques, and carnivals. i 

the Regionalists enjoyed as painters Armin Landeck, trained as an ar- tea 

of indigenous themes, the popu- chitect at Columbia University, had a 

a
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| 42] his first successes by etching Euro- printer of all of Landeck’s litho- 
Grant Wood pean landmarks in renderings remi- _ graphs. The close associations of 

Tree-Planting Group niscent of those by an earlier genera- Miller, Landeck, and Lewis and the 

Lithograph (1937) 8% x 10% tion of American printmakers. financial stringencies of the times led 
| The first lithograph by Wood. Published by Upon his return to the United the three to organize the School for 
| Associated American Artists. States in 1930, a lack of architec- Printmakers with classes in Miller’s 

Milwaukee Art Museum. Gift of Lindsay tural employment during a deepen- _shop at 6 East Fourteenth Street. 
Hoben. ing Depression persuaded Landeck —_ Despite reasonable tuitions, after a 

to follow printmaking as a profes- few months in the winter of 1934— 
sion. His architectural training, his 1935, the venture foundered as an- 

admiration for Hopper’s urban im- _ other casualty of the Depression.” 
ages, and his friendship with Martin Two decades earlier, Raphael 

4.20 sel Lewis who had etched neighbor- Soyer, a gifted young émigré from : 

| oe - = hood life between the tenements Russia, had set up a table-model 

| Oe eae é and brownstone residences all en- etching press in one of his parents’ 
Lithograph (1939) 11!%6 x 7 ee ‘ ‘ : 
PuUIbEe Py peaeh nee couraged Landeck in his creation of — tenement rooms. Soyer began his 
Shown in the retrospective exhibition, many views of New York City. One career as an etcher and lithographer, 
Americans at Home and Abroad: Graphic Of them, Housetops, 14th Street (fig. somewhat prophetically, by incising 
Arts, 1855-1975, at the Elvehjem Mu- 4.23), was a composition he saw the first of the muted motifs that 
seum of Art (1976). through the workshop window were to characterize his prints of 

Elvehjem Museum of Art. of George Miller, friend and also a silent working class by the like-
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i nesses etched of his immigrant fa- pression, described the wretched 4.24 | : : 
| ther, mother, and brother Isaac.** and hungry—men with handouts of | Raphael Soyer 

| | The glamour and gaiety of city life bread and coffee from welfare kitch- Cafeteria h : 
, | or the impressive vistas and mighty _ens and storefront missions, or tak- __ Etching/drypoint (1937) 61% x 9% | 
7 | skyscrapers that had been attractive ing their meager meals in loneli- Eublsitell ty he Arar Prajech) | ee 5 : 3 a oe Shown in Prints for the People—Selections | ” subjects for New York painters and ness at shabby cafeterias (fig. 4.24). i by Ais ; E k : ine Saree an oor also ntn from New Deal Graphics Projects (1979) i : | es es were ignored by Soyer ae . ae yals OF Whe and the retrospective exhibition, The Print 
5 as he turnec toward other kinds of misfortunate and indigent were un- jy, she United States from the Eighteenth | 

i realities and created his compassion- _ touched by the doctrinaire or harsh Century to the Present (1981), both pre- | 
i ate images of less fortunate people commentaries of some of his artist sented by the National Museum of Ameri- | 

who, with resignation, lived out friends. In paintings, or drawings can Art. | 
5 their lives in the joyless privations for left-wing journals, some artists National Museum of American Art 
ss imposed upon much of urban hu- broadcast clamorously their commit- _ (formerly National Collection of Fine iB 
: manity by an ungenerous society ments to social and political ideolo- 47%), Smithsonian Institution. Transfer & 
f and city. Tenement-dwelling neigh-__gies and activism during those trou-  /* Hd the District of Columbia Public 
4 | bors, lonely shopgirls, or idle drift- bling years. rue), i 

ers were shown helpless, motionless, Among Soyer’s prints, the lightest Pe 
. | and soundless in the seclusive dark- _ in spirit—although never joyous or | 

f nesses of their cheaply rented rooms, ebullient—were the many litho- i 
or on the grimy streets and sidewalk graphs and intaglios of young girl Ea 

| benches of an alienating outside dancers. Never presented in dazzling 4 
. world. Soyer’s poignant prints of the _ public performances but always Back | 4 

poor, or the unemployed of the De- _ Stage (fig. 4.25) where they were si- es | L weal i 
| oe
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pe 4.25 Published by the Federal Art Project. People —Selections from New Deal Graphics 

EY Raphael Soyer Shown in the retrospective exhibitions, Projects, at the National Museum o 
cies ys ‘p “| 

} i Back Stage Americans at Home and Abroad: Graphic © American Art (1979). 

ps Drypoint/roulette work (1937) Arts, 1855-1975, at the Elvehjem Mu- Elvehjem Museum of Art. 

ee 8% x 6% seum of Art (1976), and Prints for the 
Boe ey



The Years of the Great Depression 121 

lently and unselfconsciously dress- and toward articulated composi- technical skill, love of the craft, and 

ing, resting, smoking, or awaiting tions. Unlike the strutting females infinite patience in the practice of 

their cues, with the artist inviting in earlier etchings, Battery (Belle) it.” And shortly after Miller’s death 
the viewer. into the presence of un- (fig. 4.28) depicted a hearty young in 1966, Lynd Ward composed a 

| affected human beings in the sim- woman—prostitute or not—striding __ tribute that spoke for scores who 

plest of surroundings. Soyer’s young _ briskly into the fresh breezes of Bat- _ had made lithographs in modes as 
performers evoked responses that tery Park, past ships in the har- varied as those of Peggy Bacon, 
were very different than those evoked _ bor and the Statue of Liberty. And Ralston Crawford, Childe Hassam, 

by the delicate acrobats in Kuniyo- — Marsh’s acceptance of the burin’s de- | Raphael Soyer, William Gropper, 
shi’s visions—so graceful and poised | mands seemed consonant with the and Grant Wood, “[George Miller] 
on high wires in nebulous spaces— _ linear and lyrical conceptions of his had a great respect for the creative 

| and the brazen females of chorus two later versions of Merry-Go- artist and a rare capacity to under- 
| lines or the teasing “strippers” pan- Round (fig. 4.29). stand what it was that the artist was 

dering to male spectators’ lust in At the turn of the decade the after. He was ready to bend all the 

noisy bedlams of nightclubs and metal-engravings of Marsh and resources of [the lithographic] tech- 
burlesque theaters as etched by Reg- Nason antedated a fascination with nique to achieve that goal.”* Miller 
inald Marsh. the medium that arose after Stanley _ printed Wengenroth’s editions from 

| Marsh reinforced the artistic con- William Hayter transferred his inno- __ the early thirties until 1960 when 
tinuity of direct observations of vative workshop, Atelier 17, from the master-printer retired.*° He 

| life—in the manner of Sloan and Paris to New York during the war- always translated the muted lumi- 
Bellows before him—by identifying _ time,occupation of France. For a nosities and darkling tones of land- 

| places and personalities of New few months in the early forties, scape which Wengenroth had veiled 

| York. But his etchings and copper- Marsh randomly attended Hayter’s with subtle textures, reflecting the 
engravings of the late twenties and sessions—probably out of curiosity _artist’s aesthetic and technical sen- 
thirties, with the human derelicts of | more than otherwise. By that time sitivity to the delicate grain of a 

the Bowery or the bawdy doffings at Marsh was an engraver sufficiently finely ground lithographic stone. 
burlesque houses, erased the ingen- __ accomplished for his artistic inclina- Wengenroth created his first litho- 
uous wonder that lingered in the re- _ tions to have had little cause for in- _ graphs in 1931. The crises of the 
sponses to city life of Bellows and volvement with the experimental Depression were looming every- 
Sloan. Marsh described the harsh ventures into techniques and materi- where and Albert Reese of Kennedy 
facts of the Bread Line, of Smoke als at Atelier 17 or the avant-garde & Company wrote in recollection: 
Hounds, and the East 10th Street attitudes of its mentor. Although “Tt was in the thirties of doleful 

Jungle. He also recreated the bla- Marsh was conscientious in develop- _ memory—1931 to be precise— 
tancy or sleaziness of places and per- _ ing his skills in metal-engraving— when artists were many and pur- 
sons in Speakeasy —Julius’ Annex, even seeking the advice of a plate chasers were few. Hardly a time and 
Texas Guinan, Fan Dance at Jimmy engraver who had worked for the place for an unknown [Wengenroth] 
Kelley’s, the Gaiety Burlesk, and Min- United States Mint—he was un- to cut his artistic teeth.” *” None- 
sky’s New Gotham Chorus (fig. 4.26). usually casual about his editions of _ theless, within a declining market 

The sham architectural opulence prints, sometimes pulling minimal Wengenroth’s lithographs gained as 

of burlesque theaters with their or- and odd numbers of impressions on __ high a priority for purchase as prints 
nate boxes filled to overflowing with his own press or leaving the tasks of — by any contemporary because the 
males leering at the fulsome bodies _ printing larger editions, also of ran- _ seeming timelessness of the fishing 
on stage made crowded composi- dom numbers, to Charles White or _ villages, lighthouses, harbors, and 

| tions. And the carnival carousels of Peter Platt. promontories of New England’s 
the Merry-Go-Round prints and Stee- Marsh was less involved with shores were images that evoked irre- 
plechase Swings (fig. 4.27)—jammed __ master-printers than some of his fel- _ sistible nostalgia. They called forth 

with adults rather than children—or _ low artists who respected pro- sentiments similar to those sur- : 
Marsh’s several versions of Coney Is-  foundly the crucial collaborations. rounding a disappearing America 
land Beach with endless clusters of Some sought out George Miller to painted by Andrew Wyeth who, not 

bodies displayed a baroque mobility — master nuances or enhance lush surprisingly, declared that Wengen- 
and complexity in masses of hu- blacks during the printing of litho- roth was “the greatest black-and- 
manity at places of play or lustful graphic stones. On several occasions _ white artist alive today.” ** His litho- 

entertainment. Stow Wengenroth acknowledged his _ graphs had received instant attention 
In later copper-engravings, Marsh _ indebtedness to “George Miller from dealers and in December 1931 

turned away from the brashest genre [who] had a combination of great an exhibition was organized by Mar-
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4.26 garet Sullivan at the Macbeth Gal- Harbor, Rockport] (fig. 4.31). New 
Reginald Marsh leries. The following March, Wen- England’s littoral was a constant 
Minsky’s New Gotham Chorus genroth created Black Weather theme, though in a later print that 
Etching (1936) 9x12 00 [Eastport, Maine] (fig. 4.30), a claimed a prize he cast a stormy 

pr eas Foundation for Graphic Arts, _|ithograph that was to provide an shroud around an Untamed (fig. 
the Fine Arts Museums of San Francisco. arty award at the National Arts 4.32) wild where rookeries of ravens 

Club and, as well, a promise that his lay hidden in untrammeled woods— 

visions of weathered settlements and a barely inland relic of the Eastern 
rough escarpments along the North- Wilderness that, long before, had 

east coast, resistant to violent gales _lent a similar drama to the paint- 
and scouring seas, would be prints ings of his nineteenth-century 
favored over those of other artists by _ predecessors. 

juries and the public alike. Despite discouragements which 
Wengenroth’s reputation as a all of the arts endured in the years of 

leading lithographer, built during the Great Depression, accomplished 
the thirties, was maintained for dec- _ printmaking was done whether or 

ades by his impeccable craftsman- not individual artists were the bene- 
ship and the lush tonalities that laid _ficiaries of federal support. More- 
dark cloaks of texture and luminous _ over, there were countless new re- 

atmospherics over simply structured _cruits when printmaking options 
landscapes as in Moonlight [Inner were offered at Project workshops. 

|
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And from those programs a multi- of the American timidity toward gies to be unleashed in technical | | 

tude of prints were published and color printing. experimentation and creative explo- , | 

assigned to public buildings, or lay By 1940, the progress of the years ration in the forties. Furthermore, | 

undistributed—with many lost before seemed to assure the art of no one could foresee the influences , | 

through gross neglect—until, by printmaking a future. However, the on printmaking that would flow— } 

chance and often long after the ter- _ confidence of artists, dealers, and during World War II and after— Gg 

mination of the Project, a residue critics was circumscribed by the from the presence in America of | 

found safety in museums and col- modesty of expectations for print- avant-garde artists who were visi- 

leges. It was an odd lot of fine and making, not unlike some earlier as- tors or émigrés from Europe and 

inferior prints which, regardless of sessments of its state. Consequently, _ elsewhere. 

: the differing merits, confirmed a neither printmakers nor others fa- 

nurturing of the art and a dispelling _ miliar with the art foresaw the ener-
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RODE ere The optimistic, though modest, ex- country mobilized for war gave di- 
pectations for the future of Ameri- minished importance to the arts, 

can printmaking that had been pub- _ notwithstanding a few art assign- 
lished in the past were expressed ments in the armed forces and other 
again as the thirties ended and the wartime services, or frequent re- | 

forties began. And if any artists, minders that the humane nature of | 

dealers, curators, or critics perceived __ the arts could share in nourishing a 

that new and radical initiatives healthy morale on the home front. 
would soon have far-reaching conse- The press reported and editorialized 
quences, their discernments were about the devastating disruption of 

unpublished and, thus, lost in art abroad and expressed uncertainty 

obscurity. and fearfulness for its welfare at 
The influence of Stanley William home. Otherwise, while the de- 

Hayter’s Atelier 17 is a case in mands of war drafted the nation’s 
point. During the thirties, a scatter energies, the art press did what it 
of Americans had joined the covey could to report on well-established 
of artists in Paris who discovered events that were continued dog- 
that Hayter’s workshop was a center _ gedly, including the annual exhibi- 

SS of experiments in novel variations of _ tions of the several societies of 
old intaglio processes. Then, after printmakers. When opportunities | 

The Years of he arrived in this country in 1940, arose, the press joined in publiciz- 

We 1 d W: Il more of our artists were lured onto ing unusual wartime displays, exem- | 

or. ar new paths of printmaking when plified by the Artists for Victory | 
and the Late they attended his New York studio, — exhibition of December 1942, 

which Hayter envisioned as becom- _ which was staged with fanfare at the 
19 4-0S ing an “American Atelier 17”! Dur- Metropolitan Museum of Art and 

ing the first few years of Hayter’s mounted in the galleries of the mu- 
stay, the New York Atelier 17 and seum as an exception to its policy 

the kinds of prints that reflected restricting displays by living Ameri- 
testings of unorthodox methods in can artists. 

concert with artistic conceptions All segments of American society, 

and styles that seemed radical in including the thirty-four art associa- 
America but were au courant among tions that organized the exhibition, 

artists who had worked at the Paris | demonstrated their solidarity for the 
atelier received only short, indif- war effort in one way or another. 
ferent notices from newspaper crit- The sponsors who chose the catchy, 

ics and a paucity of reports in art but ambiguous, slogan of Artists for 
journals. Victory may have been unable to 

It would be unfair, however, to cast a current theme into a simple 

fault severely a scanty reporting of exhibition title. In those years of po- 

the innovative activities at the New litical, ideological, and racial repres- 

York Atelier 17. Those years bore sion their conviction may have been 
the grave distractions of threats to that one among many causes justify- 
art following the European outbreak ing a war against fascism was the 
of World War II in 1939, the flight right of artists to create with un- 
of foreign artists to America, and trammeled freedom. Nonetheless, 

the pall of uncertainties that de- the exhibition succeeded both as a 
scended over the United States after morale-building spectacular for | 
the bombing of Pearl Harbor and American artists and as a reminder 
the declaration of hostilities in early to the public that many painters, } 

December 1941. As the life and sculptors, and printmakers were | 
commitments of the nation were af- _ creatively active in wartime. More- } 

fected by the mounting fury of land __ over, in the dark days of 1942, it | 
and sea battles, the priorities of a would have been tempting, as it was | 

}
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for A. Hyatt Mayor—then the Met- scene.” Albee’s wood-engravings had _ hibition of the Society of American 
ropolitan’s Associate Curator of been ornaments of print-club ex- Etchers, an organization which was 
Prints and a member of the Jury of —_hibitions and the award for Junked _ to continuc its exclusion of litho- 
Awards—to cloak Artists for Vic- (fig. 5.2) was undoubtedly in admi- __ graphs and relief prints for another 
tory in a mantle of history and ration of her excellent craftsmanship __ four years.” 
patriotism: “This vast exhibition and the appealing array of artifacts During the early 1940s, little no- 
comes aptly at a time that stirs our from an earlier time—the horse- tice was taken of the challenging 
country more deeply than it has drawn plow, buggy, and sleigh. ideas embodied in the prints of art- 
been stirred since the Civil War. The jury of prominent museum ists who were working with Hayter. 
Then, as during the Revolution, officials, in its selection of award After abandoning his Paris Atelier 
Americans knew that what they winners, gave no hint that there 17 the day after war was declared in 

} were doing was history, and this were new directions being explored September 1939, Hayter spent less 
knowledge gave force to our art. To- in unpublicized quarters of print- than a year in his native England, 
day, in another such hour that seems making.* Their judgments, which and then sailed for New York in 

| to show the shape of victory to were satisfied by a modest progress the spring of 1940. In October, the 
| come, the vitality of this exhibition _in the art, had counterparts else- Art Digest noted Hayter’s pres- 

gives us one more affirmation of the where. In 1940, Lynd Ward wrote ence in the United States with no 
| strength that we are throwing into of an American “Woodcut Renais- more than a brief, laconic comment 
| man’s far-flung struggle.”? sance,” but the examples he cited that he had joined the staff of 

It was, indeed, a vast display of were relief prints by Allen Lewis, the New School for Social Research 
nearly 1,500 works chosen from Rudolph Ruzicka, and Howard “". . where he will re-establish his 
14,000 submitted by artists from Cook, all impressions pulled in the famous Atelier.”* The “course” list- 
across the country. The Jury of Ad- early 1930s.* Two years later, the ing in the catalogue of the New 

| missions selected 585 graphics for Silk Screen Group, soon to become _ School carried the rubric “Atelier 
exhibition. The Jury of Awards, the National Serigraph Society, was 17” and Hayter personally selected 
comprising museum directors and exhibiting ingratiating, though experienced artists to work with 
curators, skirted controversy; prints bland, prints by its members. The him; this was his first move toward 
honored by prizes were chosen with promotions were highly visible, the revival of the Paris workshop 
cautious conservatism. John Sloan however; there were displays at sev- in America. Hayter later recalled 
was given the $500 First Prize for enty places around the country and _ the circumstances surrounding the 

i his recent etching of 1941 although the Museum of Modern Art circu- first several years of his stay in the 
{ it was a visual souvenir of Fifth Ave- lated prints at army camps. Newsweek United States, “I assure you this was 

nue, 1909 (fig. 5.1), recollecting the drew attention to these activities in a time when you could not give 
congestion of pedestrians, auto- an article, “Touché With Tusche.” away what we called a modern print 

j mobiles, and horse-drawn carriages The serigraphers were optimistic and yet four years later you had a 
j on the avenue that led toward the about the future and Doris Meltzer, tremendous amount of support 

famous old Flatiron Building. Two _vice-chairman, expressed confidence — when we went [with an exhibition 
4 second prizes, of $250 each, were that the headquarters of the Silk of prints by artists associated with 

awarded to prints by Stow Wengeri- Screen Group would soon move Atelier 17] all over the country.”? 
roth and William Gropper, the latter from an apartment in Greenwich Leaders on the cutting edge of 
an artist of liberal leanings whose Village to a more favorable location _ modern art had been attracted to 

| drawings and prints had been re- for sales amidst the art galleries of Atelier 17 in Paris because of the 
produced frequently in journals of | midtown Manhattan.® In 1943, the experimental spirit, freedom from 
opinion. The Speaker of the House Library of Congress organized its pedagogical proscriptions, fruitful 
of Representatives was another jibe _ First National Exhibition of Prints, interactions between artists, and, 
at the political establishment whose demonstrating at the start a conser- __ not least, the dynamic personality of 
members were targets of Gropper’s _vative preference in Pennell Fund Hayter. Mird, Max Ernst, Yves Tan- 
satirical cartoons. The third prizes purchases by selecting, as prints of guy, and Alberto Giacometti were 
were given to Leonard Pytlack and _ the First Class, Armin Landeck’s among the artists of many nations— 
Grace Albee. Pytlack, an alumnus of Delmonico’s Roof and Thomas Na- along with possibly a dozen Ameri- 
the FAP silkscreen shop, received son’s Silo.° In the same year, the New _ cans—whose printmaking thrived in 
the award for Night Skaters, a bit of — York Times stated pointedly that the stimulating atmosphere of the 
genre in Central Park that affirmed  “.. . ‘modernism’ has made few in- workshop. Then, at the New York 
the subject appeal of the “American roads . . .” at the 28th Annual Ex- Atelier 17, artists who had fled to
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| ‘ Wr rks Shy y Ai } SySa @ y L- Awarded one of two Third Prizes for prints | 

(Se Ke : i NY Y HH iS y Va Bi in the exhibition, Artists for Victory, at the 

S oR YN comme aon KAR yr Nie aes EA Ly Metropolitan Museum of Art (1942). 
A ales N Pe , yi Nee NF College of Wooster. John Taylor Arms | 

y J w pA oN LOTSA rN ‘ Collection. | 
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the United States—Chagall, Dali, puzzlement, as “plasters.” The Art mentorship at the New School for s 

André Masson, Miro, Jacques Lip- Digest, however, was frankly disen- Social Research, he declined invita- : 

chitz, and others—worked side by chanted with the “. . . copper en- tions for group showings of works 
side with a larger and continually gravings which [Hayter] prints on produced at the reviving Atelier 17 : 
changing cluster of Americans.'° plaster plaques, gouged out in curv- _ because he was dissatisfied with the 

A foretaste of the kinds of prints _ ing hollows to make something akin _ quality of the prints. On the other 
that would be created at the New to a relief. Many of [the engravings] _ hand, Hayter and his fellow print- | 
York atelier was offered in an exhi- do reach paper and are often far makers were beginning to receive 
bition of Hayter’s prints and paint- more effective than the plaster token acceptance in a few major ex- a 
ings at the Willard Gallery in 1941. _ stunts. Especially when he goes so hibitions, among them the Artists | 
Amidst the selection of his earlier far as to color the plasters, masking _ for Victory show of 1942. Doris EF 
intaglios was Combat (fig. 5.3), a the one prowess he holds—that of Brian, in her review in Art News of : 
symbolic translation—by the fervor line. 22 the print section of the exhibition, i 

of the engraved lines—of the vio- The plaster prints derived from lamented the decline in technical fi- ie 
lence of human hostilities. Hayter experiments at the Paris workshop, _nesse that blighted works by Ameri- a 
had created Combat, presciently, a as exemplified in Composition (fig. can printmakers, although she com- | 

few days before the beginning of the 5.4) by the American painter John plimented the craftsmanship in f 
brutal and disastrous Spanish Civil Ferren. Metal plates were incised by | Wengenroth’s Meeting House, Grace Ee 
War in 1936. Rosamund Frost’s re- one or more of the intaglio pro- Albee’s Junked (fig. 5.2) and Wanda z 
view of the exhibition, “The Chemi- cesses and inked, as was usual for Gag’s Lamplight. She commended gE 

cally Pure in Art: W. Hayter, B.Sc., _ printing on paper, but instead, the the skillful lithographs of Adolf 2 
Surrealist,” alluded to his education __ plates were surrounded by molding — Dehn and was also delighted by The ie 
as a scientist and employment as an _ frames into which plaster of Paris Great God Pan (fig. 5.5), the work pe 
oil chemist in the Persian Gulf re- was poured. The plaster castings, by of another of the few Americans ce 
gion before he became an artist, then bearing the transferred images _ who satirized society in subjects real fae 
settled in Paris, and joined the van- in ink, were made three-dimensional _ or imagined. But Brian noted that | : 

guard of modern art.'' Frost was in- _ by carving and hand-tooling. If col- _ the Jury of Selection, made up of ie + 
trigued by the characteristics of his ors were desired, they were applied seven conservative printmakers, had eq 
paintings but described some of the by hand as final effects. chosen—from the 6,000 graphics lees 
engraved and etched prints, with During the early years of Hayter’s  submitted—few prints that bore a 

ee 
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characteristics of “. . . twentieth- printmaking. The influence of the and his colleagues honored and re- i 
century styles.” Brian then singled prints was extended beyond New evaluated the intaglio techniques of E 
out prints by five artists who had York because New Directions in Europe’s old-master printmakers. fee 

| worked with Hayter in Paris or New Gravure was sent on tour of the Sue Fuller’s pressing of fabrics into a if 

York: Karl Schrag, Cathal O'Toole, — United States during the next two soft ground had historical prece- ‘ 
| Ian Hugo, Louise Bourgeois, and years. Another exhibitor was Sue dents, notably in the work of Kathe Ef 

] Theodore Brenson."* Fuller, whose etching, The Sailor’s Kollwitz, the great German print- i 
! Although the Atelier 17’s provoc- Dream (fig. 5.6), was a visual meta- | maker who had adopted it for subtle ei 

! ative printmaking ventures under phor produced by pressing muslin, _ textural illusion in The Outbreak, Es 
| the aegis of Hayter had received ribbons, and cord into the malleable surely the most dramatic print of her ita 

| little attention during its first three wax used for soft-ground etching. Peasant War series. Hayter often fe 
years in New York, visibility was as- In 1945 Fuller used similar methods _ mentioned his interest in historical iB 

| sured when the Museum of Modern _ in Hen (fig. 5.7), for which a collage antecedents; he demonstrated this i 

Art sponsored a group showing in was made from a decorative lace col- _ interest when he cut finely woven ee 
1944. New Directions in Gravure lar pressed into the wax ground, cloth for the etched patterns that y a 

was mounted, with Hayter’s advice, _ then removed, and the plate etched gave tonal and flamboyantly kinetic fe 

i by Monroe Wheeler, then the Direc- _ before her engraver’s burin incised counterparts to the fluidly engraved Bie 

| tor of Exhibitions. The experimental the completed form of the fanciful lines of the wildly dancing figure in B 
aspects of the workshop’s print- fowl. Hen became her most admired _Tarantelle (fig. 5.8), another of the ie 

| making were emphasized by supple- _ exhibition piece for several years prints he chose for New Directions be 
i mental displays of original copper- thereafter; it was awarded First in Gravure. (Ba 
| plates, an uninked plaster print by Prize—at the Village Art Center in Twentieth-century European art, Ga 

Hayter, and Ian Hugo’s relief- St. Johns-in-the-Village—by an im- __ in various kinds of abstractionism, es 
| printed engravings which adorned a __ pressive panel of jurors: John Taylor _ expressionism, and surrealism, had = 

privately printed book written by Arms, Will Barnet, A. Hyatt Mayor _ generated powerful ripple effects = 

Anais Nin.’ The title of the exhibi- of the Metropolitan, Karl Kup, the around the world. Some American E = 
tion and its sponsorship by a major Curator of Prints at the New York artists had been responsive to those a 
museum devoted to twentieth- Public Library, and Una Johnson of _ modern artistic modes as the dec- Ee 

\ century art announced with author- _ the Brooklyn Museum.'® ades passed. Abraham Rattner, who oe 
ity the “new directions” in which In addition to the novel experi- had joined the ranks of modern Es 

4 Atelier 17 was leading American ments initiated at Atelier 17, Hayter _ masters in Paris and later created in- ee 

| fa 
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F “| taglio prints at Hayter’s New York temporary art to the display in the sified the influence of modern Eu- 
28) workshop, was represented in New abstract and symbolic shapes of The _ ropean artistic conceptions on 

a Directions in Gravure by AndAmong Big I (fig. 5.10). The loosely as- younger Americans. The prints of 
Gel Those Who Stood There . . . (fig. sembled forms in the etching com- Tan Hugo, for example, reflected 

cee 5.9), his densely designed, expres- plemented, in a kinship of artistic features of surrealism that Hayter, 
ad sionistic, and rather Byzantine print style, Miro’s prints in the exhibition, and his colleagues Miré, Chagall, 
a version of the Old Testament proph- _ while revealing a hint of Calder’s ex- and Masson, had espoused first in 
Ee ecy by Samuel which revealed the uberance, often found in his sculp- _ Paris and then New York. In 1944 
et Lord’s will that Saul should become tures, in the outrageous pun in print Anais Nin purchased an old press 
A the first king of Israel. Alexander and title. and, with the assistance of Gonzalo 

oe Calder, sculptor and master of During the war years, the pres- More, privately printed a limited 
Be mobiles, lent other features of con- ence of distinguished émigrés inten- _ edition of her short writings, some 

a
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a ee aa ee 1g, ee By lf Room at the Museum of Modern Art, and i 
7 ee A ( Tae a boat Bt yy WY“ _in Technical Processes in Contemporary ea 
|e a Pas ik (| Set i ayy Rey ‘ iD J Printmaking (1949), at the University 

pox Ra Tera 5 4 oN 4 Peed ay 4 Gallery, University of Minnesota, | a cee, \ at \ NOM Be 
a, ree Seek \\ ay 1 regen Minneapolis. é 

| As : Rees a oy EE ¥ es Ey ey } Ey College of Wooster. John Taylor Arms | 

[TER RR cen at PLP ey Collection. é 
ER BREG PMD ite Nene RR De ae pe 4 Ciel ad ee SR Nae i 

Lif PRS Ge CM he Ma ESSA ME eae 7 . 
Re Bs Re a eee” f 

Ag RNa eer) a i F, Eh Annan ATE 5 a rea Pare aCe TS CCL ee E 
/ SR PII SO GO AS ON he / : 

i= PP ae a eee ee Ne Be Eg Bea sek ae 

ye CR Aarons re hee he E OO Ee pe ah 
\ Oe LR, ROS ROUTES beet Se | 

CG hn RE Uta E 
ae Sees EE POOL Rd td ~ i 

AA Wc Re ANS i VAR SRE SoS 
DA eee 

Tem Wi = ie £2 EAS a 

fe 

@ 

| poetic and dream-filled, in the vol- couraged, one may presume, by the _ were testimony to the probing trials u ' 
} ume Under a Glass Bell. Original in- | complimentary remarks of the well- _ of older techniques at Atelier 17, Ha 

taglios (fig. 5.11) by her husband, known literary critic Edmund Wil- soon to be repeated when Hayter . 
Ian Hugo (Hugh Guiler)—a banker _ son.’” In August Under a Glass Bell, and Miro studied a fragment of an Be 

by vocation—served as surrealistic with its engraved and etched sur- etched plate that the English poet- ee 
illustrations for the book. In March realistic fantasies, was a technical artist William Blake had printed in a | 

1944 the volumes of Hugo’s prints _and artistic supplement to the ex- relief.'* In 1947 Miré created a Be 
and Nin’s exotic-erotic writing were _ hibition New Directions in Gravure. combination of images and poetry lea 

placed on sale at the Wakefield Gal- | Some of Hugo’s plates were printed __ in the print I//ustrated Poem by ge 
lery. Collectors quickly bought up in the usual intaglio process; others Ruthven Todd. The verses, written by fee 
the 300 copies of the edition with were printed in a relief method by Todd in 1937 and dedicated to Ee 
its unusual illustrations, the sales en- _ inking the raised surfaces. The latter  Mird, recreated the gentle and magi- ee 

4 
fy 

4 2 ~



134 World War II and the Late 1940s 

5.8 ey PA ae . = ae 

Stanley William Hayter +s | peo ok ee 
Tarantelle ee AY \ en ee as E 

Soft-ground etching/engraving (1943) : Sh nN Wii io : \ 

21%4x 13% | A ed XK ee 
Published by the Curt Valentin Gallery. KA! Nx a Wy Noo oe iis 
Shown in the exhibition, New Directions in Lo YG Oy, C Ny Me x Dade; 
Gravure, at the Museum of Modern Art : SOR LO! | Q W V ANGLE? | 

(1944). WW SS NIN 7 / 

Art Institute of Chicago. Joseph Brooks Fair VSB USE S AL \ \ / \ 

Collection. : YQ : SS <—\ 4 \ — Ki 

: YK ~ Mm ANAK 

cal worlds that the artist had drawn s \ NS a —_.| WW 
from dreams, only to have them A CS : ERE Z 

shattered, symbolically, by the ruth- : \K eetep ny Wy v~ 

less bombings of Miro’s native \\ | ~ \ \ A\ / 
Spain. The composition turned out : \ O\N fy 3 

to be an unusual color etching, , N \7 ] iN \ iH) : 

printed in relief, and, as well, a col- 7IN\\\ i. \ vi \e 

laborative “poem-print” (1947). The . f Vy i A ) K) | \ 
technical testing and experimenta- Yi ASW Ne) \ , | 
tion at the workshop led many re- Oo ——— aif Wh arf yi \ N\ fi 

viewers to overemphasize those Ty {f 7} ee \ A 4 | () 

kinds of activities when writing of NA \ 4 WY | 
the growing reputation of Atelier my fi YY Wii 

17. Hayter advocated repeatedly, | ii Af 4 SS 

however, the artistic necessity of in- w \ ; \ Kf | } 

tegrity and synthesis in content, peeti\\ y | i | eo ai, 
style, and technique. ve }) i] Ky | j! } } 

Young printmakers were attracted / A) ON HLA 
to the workshop by its freedom : { ip / if j | / 
from pedantry and the opportunity / / KY ] ae | fi —f 
it afforded for individual expression : ( YW i) Mt] t = canal 

as much as they were by the reciproci- Ly } Y/] WI PN | 
ties of technical advice that members || ef a es Y/ Dh | ] Lor 

of the group offered to each other ' : AF * / bi \ 
under the liberal guidance of Hay- oy d /} _ I, /; i \\y 

ter. On the other hand, Atelier 17 ities \P S27 fy ff} | \ 
gave young artist-printmakers no ex- i x % ¢ y : j y | | \ 

emption from the influences of ma- Rae ‘ Ky py 4 3 

jor artistic elders. Reflections of all ; \ j ee WH) } 

modern artistic movements ap- \ y << 1 J jt dp 

peared in their prints and some of | \J 4g ae A /f /p 

the young artists were affected by E | ee Is 
the awesome creations of Picasso, . . 

especially the works that restated the 
infinite kinds of human and ani- ture characteristics that made them, of influences from Picasso and Hay- 
malistic violence in his savagely dis- _in turn, influential printmakers. ter. Racz took liberties in his visual } 

torted and anguished images. André In the mid-1940s, however, Racz, transcription of the myth of Me- 

Racz and Mauricio Lasansky worked a young Romanian-American émi- dusa, the only mortally vulnerable of 

their way through such transitional gré, created a harsh interpretation of _ the three sister Gorgons. The head 

stages until Picasso’s influence on the ancient legend of Perseus Behead- _ of Perseus simulates the helmet, lent 

them waned and their prints dis- ing Medusa VIII (fig. 5.12), expres- _ to him by Pluto for his violent mis- 
played the highly personal and ma- sive and shocking, but not yet free sion. And Medusa’s head, blood



SRS eS Penta ee ene eee ene a reer cu luuu ap 

L 
World War II and the Late 1940s 135 Fe 

Ee 
a 

bas 
a 
faa 
Bis 

fe 
a 

Ba 

oe) bs 
[2 in Pea Es | ; 

Up Oe ee i 
PSA Joos G D> | 

\ PG Ty | Sy ee Wor i 
et, ae ay ie Ny Se lia : 

a Sn A Ai) EO rat ipl. AU " Ceara ty PAR Na | 
> PS lee 2 / We MA ak Gers C3 ViWay PR eens) | Be 
MO SN 7 AOA | SURES Ae NS Ee Ls Ns 5 Fe a 1 oy hele PA 1h i) i) ani x aN ACA Ye beanie ; 

io 5 OU ee ge AT I ee HTN. ji tohita os, pO YP ea ih 5. RN t ee ae Hy Be) = “Wk yer) oY oe al VN ey es ' 
SW UH |. =o t ANH 3 A Ge Me ear edey pe 
NES ul WW AN TMs ante ih ft Re MAL Bm fe PSNR \ip, \ Ne \ Wes LY iy Nos ; ‘ ) ee TURK x 

oh $90) OES Fae Hifi! i po a 
We a a Bb Af five eee ee : 

<t yo! Aap Ones Lear fake te re a \ 4 s aha maa F Rial fe Sonos SS EG ALES foie 

» RP oe as See |i), Ua pe i 
Y ree i ; BES ee NUissA EI ae 

mo: RUN ere " Sse tis VS ws “2 Ghee a 
PE Se ee Oe LAD BSW ise Ne, Se j 
Ree es SCAG ltl SS Vaal WR a) a al ty)! SARS a 
ao) Ny a ig A eat (Web LAN iY if % \\y y Th Wan ys 7? S Hee 

ee re Nala. aegis eT Sef Np ] Wie LAW aah © VB oe e 
RP iy Oeil is SNe . OR NE | Ai ia, pole; ar fet 
re aa ed = Sey * Weare ‘AG Sang pv a 

a ‘ 
Hs 
i 
& 

Ba ie a 
Pe 
a 

E 
fe 

i 
1 322 

Guy Maccoy i 

Three Trees and a Low Sky fo E 

} Color silkscreen (1943) 11 x 14%/6 ie 
| One of the first prints created in the silk- ie 4 

screen medium to receive a Pennell Pur- q 4 
chase Prize and enter the collection of the a 
Library of Congress. Bel 
Madison Art Center. Langer Collection. fe 
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Harry Gottlieb 
Winter on the Creek 
Color silkscreen (1940) 14! Vie x 19% 
In 1940 the print was displayed in the sec- 
ond one-man show of silkscreen prints at the 
ACA gallery and in the first group exhibi- 
tion of prints in the medium at the Spring- 
field Museum of Art (Massachusetts) . 

Awarded the Eyre Medal for the best print 
in the 40th Annual Exhibition of Water- 
colors and Prints, at the Pennsylvania 
Academy of the Fine Arts (1942). 
Madison Art Center. Langer Collection. 
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Stanley William Hayter | He 
Cinque Personnages Ee 

Color intaglio/silkscreen (1946) Ee 

14516 x 23% ee 
Shown in the Ist National Print Annual e 

Exhibition, at the Brooklyn Museum a 
(1947). a 
Elvelhyem Museum of Art. Gift of Mark a 
and Helen Hooper. a 
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Alfred Sessler Dean Meeker 

| Thorny Crown Don Quixote | 
/ Color woodcut (1958) 21% x 15% Color silkscreen (1951) 12 x 17% | 

Elvehjem Museum of Art. Gift of Mrs. Received the Marion Osborne Cun- q 
Alfred Sessler. ningham Memorial Prize of the San I 

Francisco Art Association (1952) and a : 

Purchase Prize in the Ist National Print 
Exhibition of the Dallas Print Society, at 

the Dallas Art Museum (1953). Shown in 

the 6th National Print Annual Exhibition, 

at the Brooklyn Museum (1952), and the 
Quarter Century International Exhibition 

(25th annual) of the Northwest Print- 
makers, at the Seattle Art Museum i 
(1953). | 
Elvehjem Museum of Art.
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c | Carol Summers | 
| Mezzogiorno 

| Color woodcut (1960) 36 x 3514 

Shown in the retrospective exhibition, Carol | 

Summers Woodcuts, at the ADI Gallery i 
(San Francisco, 1977). | 

Courtesy of the artist. ; 
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Edmund Casarella Alfred Sessler Ree 
Moment of Panic Larva Ee 
Color paper relief print (1954) Color woodcut (1957) 12% x 18% be 
30% x 22% Elvehjem Museum of Art. Gift of Mrs. ee 
Shown in the 9th National Print Annual Alfred Sessler and children. # 

| Exhibition, at the Brooklyn Museum ie 

(1955), and the 14th National Exhibition E a 
| of Prints, at the Library of Congress fe 
| (1956). es 
| Elvehjem Museum of Art. Humanistic : 

Foundation Fund. ea 
ae 
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Be Sister Mary Corita (Kent) 
ae) This Beginning of Miracles 
Be Color silkscreen (1953) 1542 x 19% 
Eu Published by the International Graphic 
HERS Arts Society. 
ae Shown in the 2nd National Print Exhibi- 

= tion, at the University of Southern Cali- 
ean fornia (1953), and in the retrospective 

Ee exhibition, Silkscreen: History of a Me- 
2 dium, at the Philadelphia Museum of Art 
a (1971). 
cn University Gallery, University of 
ea Minnesota, Minneapolis. Gift of Ione and 
Ba Hudson Walker.
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Dean Meeker | 
Trojan Horse | 
Silkscreen on a gold ground (1952) ' 
18%6 x 25%6 | 

Shown in the exhibition, Young American | 
Printmakers, at the Museum of Modern | 
Art (1953). Received a Purchase Prize in | 

the 26th International Exhibition of the | 
Northwest Printmakers, at the Seattle Art | 
Museum (1954). | 

Elvelyem Museum of Art. Gift of the artist. | 

}
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Adolph Gottlieb 
Untitled 
Color lithograph (1969) 22%/6 x 30" 

Elvehjem Museum of Art. Gift of Mark 
and Helen Hooper.
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Jasper Johns ee 

| ' Fool’s House ee 
Color lithograph (1971-1972) lees 

| , | 1 40!%6x20 eee 
| | | © Gemini G.ELL. a 
t ete AN el ee ue §—- Shown in the exhibition, Jasper Johns: ree 

{ sens dams Prints 1970-1977, at the Center for the es 

{ Arts, Wesleyan University (1978). Hy 
oN Elvehjem Museum of Art. Endowment He 

Fund Purchase. cen 
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Jim Dine 

Tomato and Pliers 
Color lithograph/etching (1973) 

237% x 29% 
Printed by Maurice Payne. Published by 
the Petersburg Press, London. 

Shown in the exhibition, Jim Dine Prints: 
1970-1977, at the Williams College Mu- 

seum of Art (1977). 

Elvehjem Museum of Art. Charles E. 

Merrill Trust Fund.
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Jean Charlot ie 
Woman Washing, no. 8 trom Picture ae 

Book oe 
Color lithograph (1933) 8 x 6 aA 

Printed by Lynton Kistler. Published by Ba 
J. Becker, New York. we 

Elvehjem Museum of Art. Brittingham fe 
Fund Purchase. Pe 

oa 
aN on
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16 
Clinton Adams 
Venus in Cibola I 
Color lithograph (1968) 6% x 7 
Printed in collaboration with Jean Milant 
at the Tamarind Lithography Workshop. 
University Art Museum, University of New 

Mexico. Collection of the Tamarind 
Institute. 

;
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streaming from the severed neck, proportions was installed at the 5.9 2 
bears less the locks of writhing ser- time in the Museum of Modern Abraham Rattner Ee 
pents—known in legend—than Art.) The engraving Doma also And Among Those Who Stood There . . . ge 

strands of flagellant darts. Her body _ corresponded to a passage from the Color etching (1944) 67% x 97% i = 

is swollen, convulsive, half obscured _ nineteenth-century epic poem of Published by the Paul Rosenberg Gallery. ie 
amidst the interpenetrating shapes Lasansky’s native land, El Gaucho Shown in the exhibition, New Directions in ta 

- : js 3 : Gravure, at the Museum of Modern Art ties 
of legendary beasts. Martin Ferro by José Hernandez. (1944) ae 

The emotive force of Racz’s print Martin Fierro recounts the triumph 44 Ty cpitute Of Chicago, ue 
was matched in three engravings of the gaucho as a horsebreaker, el ae 
that Mauricio Lasansky created in domador, who, as a man of cunning Pe 
the year following his arrival from and with the “. . . craft God gave to oe 
the Argentine—Horses in Heat, him . . .” breaks the wild and flail- a 

Horse, and Doma (horsebreaking) ing animal that seems to be“. . . tear- By 

(fig. 5.13). Horse and Doma were ing itself to bits.”'? Lasansky’s Doma Be 
chosen for New Directions in Gra- is the subjugation of a terrorized ae 
vure. All three equine prints were stallion, compounded by a castration ce 

filled with frenzied animals, similar which, if not literally shown, is sym- bs 

in violent features to the maimed, bolized in the reaching arm and Re 
screaming horse that Picasso had grasping hand of el domador. More- ee 
evolved for his painting of outrage over, implicit in the kneeling, threat- Ha 
after the German bombing of the ening, headless figure that seeks & 
Basque town of Guernica, (Picasso’s to dominate the half-human, half- fea 

formidable creation of muralesque stallion is a related theme—a univer- es 

. ie
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: H] 5.10 sal parable of man subjugating man _ ciety in 1939. The first annual ex- 

d a Alexander Calder by aggression and brutality. hibition was presented at The Print 

: a The Big I From our contemporary vantage, Club of Philadelphia in February 
fe i 7, 7, : : eye F = = ) 

= a spun Sc (1944) 6% x 8% it may seem curiously old-fashioned 1940 with First Prize awarded to 

h Shown in the exhibition, New Directions in thar American artist-printmakers Emil Ganso for his color lithograph 
ra Gravure, at the Museum of Modern Art 1 es : : : ales 

E (1944) clung tenaciously to a black-and- Early Snow. The trend was rein- 

aS Nein Wie Opa nee Aye white tradition for so many decades, forced by the numerous color im- 
2 (formerly National Collection of Fine or that some were so implacably Op- _ pressions coming from Atelier 17, 

: i Arts), Smithsonian Institution. Museum posed to the introduction of color exemplified by Hayter s composition 
a : Purchase. into printmaking that they consid- with five figures, one of the most 

ae ered it nothing less than an artistic admired color prints that he created 
a prostitution of the conventions of in the midforties. Cinque Person- 
S : the art. In the late 1930s, a few nages (color fig. 3) was another fore- 
f A American printmakers had been en- _ cast of subsequent technical com- 

a couraged by their sallies into color __plexities in American printmaking; 
an lithography, woodcut, and silk- Hayter had engraved and etched the 

ae screen, stimulated by the descriptive _ blacks and grays, had parts of the 
Ean and aesthetic enrichment that was plate cut out to ensure unblemished 
‘ a gained with color. The priority led whites from the unprinted paper, 

Hel artists from across the country to and composed interpenetrating 

23 found the American Color Print So- forms by printing, and then over- | 

2] | 
o 
ey 
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eee ee ft " = iia : ca 0 
| Ses ee eS ; Under 7 Glass Bell 

Cb ee ee Biko e eg q ee @ ) Engraving/soft-ground etching (1944) 
{ pe e oA ZN "10x12 
: . A Sa : & ON ats y) Hugo's book-cover intaglio for Anais Nin’s 

bose: a * a Ae ‘ oie WE | ee. Under a Glass Bell was included in the 
j e 2 By SPS hibition, New Directions in Gravure, at 

eae F ats ie a Sie Dignn we = the Museum of Modern Art (1944) and, 
| BRET ee = a eee 2 Ee i Soy , earlier in 1944, was shown at the Wakefield 

\ Satay eB ANRC RS 9. Fs Bt Sm, Northwestern University Library, Special 

ae ee a fest (i SB we a Be % ee 5 Collections Department. 

ee i 
F a pe ee ee) | Nae s I. ee oo 5 
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printing, transparent inks and opaque _ short-lived exhibiting groups were were among the members of the 
paints with silkscreens.”° organized. The Vanguard group, Vanguard—Schanker, Drewes, Kurt 

Color had become a feature cru- which included Schanker, Hayter, Seligmann, and Josef Albers. The 

cial to the prints of Fred Becker as Fuller, Drewes, Kurt Seligmann, principal organizer of The Graphic 

he turned from the simple black- and later Josef Albers, had their first Circle was Boris Margo (fig. 5.15), 
and-white wood-engravings of showing at The Print Club of Phila- innovator of cellocuts—celluloid 
American genre, crisply executed in _ delphia in 1946. Karl Kup, print cu- dissolved with acetone—which he 
Jam Session (fig. 4.6), to the mixed rator, wrote that the Vanguard exhi- _ often mounted on more rigid sup- 
methods used for The Cage (fig. bition, “. . . caused somewhat of a ports, each material providing a dis- 

5.14). The intaglio print was a com- _ breeze in the Quaker City. The show _ tinctive effect in the final printing. 
plex one, both in the techniques and will travel to Chicago later, where it Albers had been associated with 

multitude of abstract and decorative _ should be given an even breezier re- _ Walter Gropius’s famous Bauhaus in 
forms that reordered birds and cage _ ception. Let us hope that more lo- Germany, a center of contemporary 
into a designed fantasy. Further- calities will have the good fortune to design in all of the arts and architec- 
more, his basic plate was photo- see what is being done outside the ture. His contribution to print- 

engraved, another harbinger of the conservative and academic.” In making was a severe kind of modern 
many technical exploits of later dec- July 1946 the Jacques Seligmann abstractionism, typified by the litho- 
ades. Photoengraving had an ante- Galleries presented The Printmak- graph Ascension (fig. 5.16). Albers’s 
cedent, a score of years earlier, in ers, a group of younger artists work- _ interest in the use of mechanical aids 

the great Miserere suite of the French ing in the modern vein whose leader _ and his preoccupation with illusions : 
master, Georges Rouault, whose was Seong Moy, a promising creator _ of spatial effects and movements 
ink-and-gouache drawings had been _ of color woodcuts who had re- were phenomena he would study for 
photoengraved onto plates, then turned recently from Air Force duty years in compositions that antici- 
handworked with aquatint, dry- in the China-Burma theater of war. _ pated the visual legerdemain of Op 
point, and roulette in many states. Then in February 1947, the Selig- Art. Aesthetic and technical proposi- 

Printmakers who shared modern _ mann Galleries also displayed prints _ tions made by Albers in those years, 
tendencies often sought to exhibit in by a new exhibiting group of ten, or later for prints by computerized 
concert. In 1946 and 1947 three The Graphic Circle, some of whom _ technologies, were unacceptable to
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eH 5.12 Bl] : 
24 André Racz _— 
eS Perseus Beheading Medusa, VIII fo zs 
q : Color engraving/aquatint/soft-ground wR graving/aq g ; ’ 
eat etching (1945) 2154 x 14% bi . )) 
: Museum of Modern Art, New York. Gift of : x PLP +) 
Le the Spaeth Foundation. we bi B.;4 
Pe f Rev vat 

He ef i 
ae 5.13 : S 
ay Mauricio Lasansky ‘ } 7 e 

S| 4% fa 
5 Doma ‘4 <2 a ‘ 
ae * Pi A % K. eee 

r : Engraving (1944) 19!%6 x 13% : eae 

a | Shown in the exhibition, New Directions in p e : y 

ET Gravure, at the Museum of Modern Art E fe { \ 4% Z 
Pe (1944). In 1945 the engraving received a ie j : y ‘4 PPR 

a Purchase Prize at the 17th Annual Exhibi- } im Wan /3 ee we 

4 tion of Northwest Printmakers (Seattle) | 4 f if LS 
ae and a Pennell Purchase Prize in the 3rd ah a 
2 National Exhibition of Prints at the Li- 24 ; * 
P brary of Congress. =? ; 

oP: Seattle Art Museum. Gift of the Northwest 74 4) 38 te 
a Printmakers. ee e ne 

Be r CNN | a x a 

a 4 Yd LRN 

ae a oP . te F 

a] 3 ay pe | 

i a> garth 
Ff 

a 

ae ae 

B , 
att if 

a : i 

aa 
a artists of traditional tastes or to con- _ pose a belief that ‘hand-made’ is bet- _ of etching societies, looked upon 

al temporary printmakers who pre- ter than machine or tool made. . . modern or unorthodox works as 

Pe ferred surrealistic or expressionistic Each way has its possibilities, and transient digressions from the main- 

C content and were unwilling to aban- more emphatically in this time of in- _ stream of American printmaking. 
Pa don the highly personalized, auto- dustrial evolution.” ” Nonetheless, admissions and awards 
a graphic characteristics of freehand Rarely did the juries of major occurred with more frequency from 
Pa draftsmanship. According to Albers, competitive printmaking exhibitions 1944 forward. Hayter received the 

“Hl “[the] ruler and drafting pen [are] a select or honor the prints of those Charles M. Lea Prize at The Print 
ees roper means for graphic expres- who espoused modern tendencies Club of Philadelphia for Laocoén, Es Pee ee ee P ; : ; len : 
Ee sion. They prove it unjustified to and unorthodox techniques during —_ one of many prints with mythologi- 

=| evaluate and reject lines without the early years of the forties. It is cal themes that he was creating in a 
4 modulation as an unartistic means probable that the majority of conser- disquieting style with radical tech- 
a for graphic art. In this way they op- _vative judges, who were the pillars niques. And in the autumn of 1944, 
ca i 

] 
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P| 
a 5.14 I Cea wie am 
; | Fred Becker coe i i | i ‘ : ; ; 

ae The Cage mae | 1 i BY pe ; 
[ i Color intaglio/photoengraved plate e af i ; jae 1 fh a fl \ iL [ 

H (1946) 67% x 4156 i NG oa . ‘ eel a Ne é 
A Awarded a Purchase Prize at the 19th An- il pS ae it | ve ees i 

rae nual Exhibition of Northwest Printmakers oe Pe aes. p : 2, a) ‘ 
: a (Seattle, 1947). Shown in the First Na- Oe = “a = | (hie me | i Sen 
a tional Print Annual Exhibition at the ce ee eae S yi > ib ee / : 
A Brooklyn Museum (1947). — hie o Gia ./ ae \ 

ts Seattle Art Museum. Gift of the Northwest I SN Ps pe SN iA ee | i " 
(ea Printmakers. ce ios — ¢ | Pe a A / i 

a 7 s ~ ia) a a 5 Fs VA ny wh | i ee 1 aN | in ' ; - 

a OAS Peay oS Se 
| 5.15 ee | ee | a! 
a Boris Margo Gare PRS a ! en i bk 
ah The Sea / Ae a8 \ Nee taal | di y 
Al Color cellocut/wood support (1949) AS Vee YS * A ONY | i BEE; : ee 

a 16%6 X 16%6 aN WN A, Ne | yA 

a Shown in the exhibition, Master Prints, ae Ni ’ a) eau ae | aN : 
ig which celebrated the inaugural of the Abby oN Nag y < S hf a | oo 
a Aldrich Rockefeller Print Room at the Mu- a UNS (ESO Sa\al; Dp a a 
ns seum of Modern Art (1949), and in the So EN FIN RLS yf aN, ie AN 
eo 3rd National Print Annual Exhibition at A | .< a Ni BSI ys bast se 
ad the Brooklyn Museum (1949). | a Seer ee La i / G ees 7 
A Museum of Modern Art, New York. oe Ne ee Ly 7 Purchase Fund eS NG ee ure 
e \ SOWA Aa Ce ek) 
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ey following the display of New Direc- By 1945, the prints of Mauricio tion of Northwest Printmakers in 

ey tions in Gravure, several of the Lasansky were first honored by Seattle and, in New York, Fuller and 

#e Atelier 17 exhibitors had prints ac- awards when an impression of his Hayter were two of the several ap- 
eae cepted for the 29th Annual Exhibi- _ violent engraving, Doma (fig. 5.13) pointed members of the Jury of Ad- 

Be tion of the Society of American received a prize at the 17th Annual missions for the 31st Annual Exhi- } 

a | Etchers. Karl Schrag’s aquatint, Sol- Exhibition of Northwest Print- bition of the Society of American 
au ace, was hung, Sue Fuller displayed makers and another was acquired by Etchers. However, their counter- 

oe Cock, which the New York Times the Library of Congress during the parts, on the Jury of Awards, were 

PS praised as “. . . a distinguished 3rd National Exhibition of Prints, unwilling to approve prizes for any 
Ee black-on-red engraving,” and Hayter although the choice was an odd and __ of the vanguard printmakers. None- 

: aa was represented by Flight. Ian surprising contrast to the usual con- __ theless, changes of one kind or an- 
a Hugo was singled out by an Hon- servative purchases made with Pen- _ other could not be resisted indefi- 
a orable Mention in the Kate W. nell Fund monies. Fuller’s Hen (fig. _nitely and in 1947, with the 32nd 

Se Arms Memorial Prize for his Bird of 5.7) was awarded a Purchase Prize Annual Exhibition of the Society of 

Pa Divinity.* in 1946 at the 18th Annual Exhibi- | American Etchers, accommodations
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were made, finally, to the impor- although modest progress was sug- was the First National Print Annual 
tance of media other than intaglio gested when Fuller won the John Exhibition organized by Una John- 

when the organization was reincor- Taylor Arms Prize for her etching son, the Curator of Prints at the 

porated as the Society of American Bat and Lasansky received the Trea- | Brooklyn Museum. It initiated a 
Etchers, Gravers, Lithographers, surer’s Award for his color engrav- long succession of prestigious an- 

and Woodcutters, prompting que- ing My Wife. However, neither print — nual and biennial exhibitions of 
ries, however, about the continuing was outrageously controversial. contemporary prints. A Purchase 

exclusion of serigraphers. The change Another event of 1947 that bore Prize was awarded to one of Robert 
in name did not herald a sudden lib- the prospect of a more liberal forum | Gwathmey’s many images of the life 
eralization of admissions and awards, | for modern American printmakers of southern blacks, Singing and
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5.16 
Josef Albers 

Ascension, from the Graphic Tectonic 

Series 
Lithograph (1942) 17%6 x 8% 
Printed by Reinhard Schumann. 1 
Museum of Modern Art, New York. Gift of 

the artist. a 
iT 

Bie onan 

Robert Gwathmey A 
Singing and Mending anaG 

Color silkscreen (1946) 12 x 14¥% Tanna 
Awarded a Purchase Prize in the First Na- y LL 
tional Print Annual Exhibition and shown TTT 
in the retrospective exhibition, American 4 Th 

Printmaking: 1913-1947, both held at 
the Brooklyn Museum (1947). 
Achenbach Foundation for Graphic Arts, 

the Fine Arts Museums of San Francisco. iT 
Gift of George Hopper Fitch. ity 
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Mending (fig. 5.17). Moderately tics of the print were clearly in con- _ lowed by examples of the progres- 
modern in its semiabstract, poster- cord with the allegorical themes and __ sive printmakers who had reported 

like manner and unusually bold vigorous, though more abstract, fig- on American life during the suc- 
| color choices of silkscreen paints, ure engravings of Hayter. ceeding decades. Then came a group 

the print clung to a regional refer- Both Singing and Mending and of recent works by Albee, Landeck, 

ence and had been singled out for Battle of the Sexes were lent for dis- Robert Riggs, and Wengenroth, but 
| special notice once before, in a dis- play in another exhibition held at none was radical in artistic charac- 

play of the National Serigraph So- the Brooklyn Museum, when the teristics. As addenda, however, there 
ciety in December 1946.% Another American Institute of Graphic Arts were surprising and odd assortments 
Purchase Prize for the Brooklyn sponsored American Printmaking: of prints by modern American and 
Museum collection, and a print 1913-1947. Although it was aret- _ avant-garde European artists. 
more closely allied to the “new di- rospective rather than a competitive The Committee of Selection was 
rections,” was the engraving Battle exhibition for active printmakers, composed of four members. Una 
of the Sexes (fig. 5.18) by Ernest the modern section reflected an ea- Johnson, Curator at the Brooklyn 
Freed, who had worked with Lasan- _ gerness to display conceptionally Museum, served as Chairman, and 
sky. Although it reflected some Ital- contemporary works. The visual re- Jean Charlot—printmaker and fresco 
ianate mannerisms of a much earlier view began with prints of Joseph painter associated with the modern 
art-historical period, the characteris- | Pennell and Childe Hassam, fol- Mexican mural movement—wrote
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/ 5.18 the catalogue essay. A decade later Jean Charlot’s essay for the ex- 

i Ernest Freed Johnson ascribed the selections for _ hibition catalogue proposed an over- 
a Battle of the Sexes : : the American retrospective to Char- _ view: “If this [American] retro- 

: pee eo x 28% th ils lot, but it is likely that Johnson’s lib- _ spective collection has succeeded 
: le tae epee eee ae agy Te NE eral inclinations supported Charlot’s _ in being truly representative of 

ss) tional Print Annual Exhibition and in- Fi ag ws : : 2 : : 
' j é Mi in the committee’s choices of prints __ the trends of the span involved, it 

a cluded in the retrospective exhibition, 2 2 
e American Printmaking: 1913-1947, both by Stuart Davis, Calder, Rattner, should suggest the unlacing of the 
a held at the Brooklyn Museum (1947). Ben Shahn, Fuller, and Freed. Asa __ stays of academic tradition, the en- 
a Shown in A New Direction in Intaglio, at historical survey of American print- suing gambol in the pastures of 

iH the Walker Art Center (Minneapolis, making, the liberality of selections modern [progressive] art, and, on 
Ba 1949), and the retrospective exhibition, 30 was even more striking in the works __ the edge of the [present] era, a re- 

Years of American Printmaking, at the of émigrés or transients such as Al- _vulsion of younger artists against 
a Brooklyn Museum (1976). 1 exander Archipenko, Albers, Margo, the once-young moderns . . . .”*° 

= Brooklyn Museum. Museum Collection Hayter, and the Composition by Max _ Few of the prints were by very 
a Fund. Ernst from one of the Brunidor young Americans, however, and the 

pa portfolios of surrealistic and fantas- _ artistic opposition to the work of 

2 tic art printed at Atelier 17. Ameri- _ the “once-young moderns,” such as | 
A can visitors to the galleries must Charles Sheeler and Edward Hop- 
ff] have been astonished further when per, was represented more promi- 

ee they encountered a Rotorelief in nently by the works of the recent 

aa color by a leader of Dada, Marcel émigrés from Europe or mature 
a Duchamp, printed in Paris a decade Americans, such as Stuart Davis, 

Ee earlier by offset lithography—a Rattner, and Weber. Still, the ex- 

=| record-shaped object to be rotated hibition had a good dose of the con- 

an on a phonograph turntable, thereby temporary when compared to selec- 

a creating an optical illusion of spatial _ tions by the majority of print juries 

iE A depth as it whirled. that, in those years, continued to 
aa 

pe 

a 
a I
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favor the traditional, thereby assur- _ Philadelphia when the Eyre Medal was by then a readily identifiable 
| ing exhibitions whose conservative was awarded to Carl Schultheiss for __ center of experimental practices, 

ramparts were rarely breached. Pastoral I in the 45th Annual Ex- Mauricio Lasansky had launched the 
| The yearly competitions of the hibition of Watercolors and Prints at seminal program and group enter- 

National Exhibition of Prints spon- _ the Pennsylvania Academy of the prise in intaglio printmaking at the 
sored by the Library of Congress Fine Arts.” Then, his Pastoral II University of Iowa, and the print 
admitted or rewarded only a scatter _ (fig. 5.20), handsomely engraved workshop at the University of Wis- 
of modern prints. A new venture, but displaying an eclectic affinity for _ consin was in its formative stage un- 

| tied to the marketplace, compounded —_ Renaissance devices and effects, was _ der the mentorship of Alfred Sessler. 
| the conservative preferences. In published by the Chicago Society of Hayter returned to France in 
| 1946 the Associated American Etchers as its prize print of 1947 1946 to survey the prospects for re- 

Artists promoted a First Annual with presentation impressions given _ establishing his workshop, but four 
National Print Competition Exhibi- to all of the nonprofessional associ-__ more years passed before the Paris 
tion, offering prizes far more sub- ate members of the Society.*° C. J. Atelier 17 was revived. Meanwhile, 
stantial than those that lured print- _Bulliet, critic for the Chicago Daily whenever Hayter took extended 
makers to submit works to other News, described the traditional char- _ leaves abroad, the New York work- 
shows. After the prints had been acteristics of the 37th Annual Ex- shop continued under a succession 
chosen, it was reported that both hibition of the etchers in Chicago, of directors, including Karl Schrag, 
the “. . . prizes and the show as a then remarked that “there is one James Kleege, Leo Katz, and Peter 

| whole are rather middle-of-the-road, dare devil, Ernest Freed, who dares Grippe. Joann Moser has identified 
| with more deflection to the right to show a color etching, . . . ‘Black over 135 émigrés, mature American 

| than to the left.”*” Two of the four Magic,’. . . which is startling in its printmakers, and younger artists 
jury positions for the First Annual surroundings.” *' Meanwhile, ifthe | who worked at Atelier 17 during 
had been granted to the printmaker _ printmakers who were striking out _ the fifteen years of its existence in 
John Taylor Arms and to Carl Zig- _in new directions were receiving New York, and is confident that 
rosser, who was by then a curator. fewer honors than conservatives at there were others whom she has 
Although the judgments had been major competitive exhibitions, there been unable to trace.*? The direct 

moderate, all jury posts for the Sec- _ were compensations such as group impact and rippling influence on 
ond Annual were assigned to staff and one-man shows sponsored by printmaking had been far-reaching, 
members of the Associated Ameri- dealers who were sympathetic to but the magnetism of the workshop 
can Artists, assuring “in-house” avant-garde art at the Willard, Selig- diminished gradually—in part be- 
choices. Three first prizes of $1,000 mann, Hugo, Kleemann, Laurel, cause of the prolonged absences of 

each were awarded and, in return, and Ashby galleries. Hayter—until 1955 when Atelier 

the dealership reserved the right to When World War II ended with 17 in New York was abandoned. 
publish and sell editions of the the cessation of hostilities in the Pa- Mauricio Lasansky had been a 
prizewinning prints. Luigi Lucioni, cific in 1945, many veterans of the prominent young printmaker in the 

who always was skillfully precise in Armed Forces used subventions of Argentine before he received a Gug- 
the execution of handsome pictorial __ the GI Bill of Rights to enroll in all genheim Fellowship and came to the 
etchings, received one of the top kinds of educational institutions United States in 1943. The interna- 
awards for The Big Haystack (fig. during the next several years. Enroll- tional mixture of artists who worked 
5.19), a print typical of his consis- ments in art schools and the art de- _at Atelier 17 lent encouragement to 
tently calm and gracious New En- partments of universities and col- new characteristics in his concep- 
gland landscapes. The other $1,000 _ leges swelled. The young artists tions and a stimulus to extended ex- 

prizes went to Stephen Csoka fora _ whose careers had been interrupted _plorations of intaglio methods, 
solidly conservative etching of a by service in the far-flung theaters of including color printing. The Whyte 
mother and child victimized by war, _ war had been mustered out with Gallery in Washington sponsored a 
entitled Fatherless, and to one of little awareness of the challenging one-man show in 1944 and in 1945 

| Ivan Le Lorraine Albright’s knaggy _ innovations that had jolted the Lasansky won an award for Doma 
and unflattering likenesses, a litho- steady but largely complacent prog- (fig. 5.13) at the 17th Annual Ex- 
graphic version of the Self-Portrait ress in American printmaking. Some _ hibition of Northwest Printmakers 
that he had painted in oils a dozen quickly gravitated toward the few and received the Charles M. Lea 
years earlier.” stimulating print programs during Prize at The Print Club of Phila- 

A current of conservatism con- their years of catching up on post- delphia for Sol y Luna. Then, with 
tinued on its persistent course in poned studies in the arts. Atelier 17 admirable foresight, Professor Les-
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59 ter Longman invited Lasansky to The prints were conceived in the 

Luigi Lucioni the University of Iowa. The felici- years when mindless brutalities were 

The Big Haystack tous developments that derived from _ being exposed to the world with 
i 7 . : . . 

se Se fae . ‘ fi his presence led to a printmaking numbing shocks, one after another, 

ae ~ ee sean a e ane center of such influence that it be- especially the ghastly horrors of the 
ational 1h = C . ia : i 3 

os Pe SEOs came the prototype for programs Nazi concentration camps which 
hibition, sponsored by Associated American P YP PISE F 
Artists (1947) “ and workshops at many colleges and _ Lasansky evoked, though more ab- 

Courtesy of Associated American Artists. universities after his students fanned _ stractly, in Dachau. Those and other 

ii out across America to teach intaglio. works, however, were transitional in 

Complex features began toemerge __ the artistic evolvement that led to 
in Lasansky’s prints as his art turned _ richly tonal and highly evocative 
from the starkly engraved simplicity _ prints of a decade later, most splen- 

of Doma toward multiple processes didly in an unusually large intaglio 
and frightful apparitions in four that Lasansky created after a stay in 
versions of For an Eye an Eye (fig. Spain. Espana (fig. 5.22)—with a 
5.21). Those several visions of vio- gigantic, apparitional rider who 
lence—grotesque humans, naked soars as a furtive, tainted specter ee ans» ae : E 
and threatening, brandishing crude, _ above his immobile mount, and a 

makeshift weapons—all bore similar _ malformed infant prostrate before a | 

titles, alluding to the Biblical law (in weeping peasant woman—seemed 
Exodus and Deuteronomy) of retri- to enact a metaphoric nightmare of } 

bution without mercy: “And thine a tragic land and people under the 
eye shall not pity, but life shall go for Franco dictatorship, a vision in a } 
life, eye for eye, hand for hand. . . .” dreadful dream which Lasansky con-
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jured into view as a contemporary been exhibitors in the national print __stractions rather than portrayals of 
counterpart of the haunting series of annuals at the Brooklyn Museum, familiar American life and land- 
Suenos or Disparates [Dreams or and Freed displayed, once again, scape. Moreover, the analogous ex- 

Strange Things| that the deafened Battle of the Sexes (fig. 5.18), the hibition titles of the Iowa Print 
Goya had etched late in life. Purchase Prize engraving acquired Group and Atelier 17—A New Di- 

Soon after Lasansky arrived in the by the museum a year and a half rection in Intaglio and New Direc- 
Midwest, an Iowa Print Group was earlier. One of three intaglios ex- tions in Gravure—along with a 

formed under his leadership. In Jan- hibited by Malcolm Myers was St. quickening frequency of articles 

uary 1949 prints by the members Anthony (fig. 5.23), a print pur- about the successes at the two 
were shown at the Walker Art Cen- chased with Pennell Fund monies workshops, created a transitory and 

ter in Minneapolis. The exhibition, for the Library of Congress. Myers’s _ mistaken consensus that intaglio 
entitled A New Direction in Intag- conception of the ancient and apoc- _ printmaking was the only area 

lio, had a pedagogical purpose; cop- __ryphal legend, and the frightful vi- blessed with exciting ideas and vital 

perplates were displayed next to sions endured by St. Anthony, was advances. 

original impressions.** The exhibi- cloaked in a dark, enveloping chiar- A second timely printmaking cen- 

| tion served as a review of Lasansky’s oscuro from which the fantastic and _ ter in the Midwest, also forecasting 3 

| prints from 1936 to 1948 and also threatening beasts of the legions of _ the rise of many university programs 

as a foretaste of the accomplish- Satan emerged to assault the holy and workshops, was initiated two 

| ments of students who later were hermit. years after Alfred Sessler joined the 

printmakers at universities across the Those prints, and others exhibited _ faculty at the University of Wiscon- 

! country—Ernest Freed, Malcolm in A New Direction in Intaglio, re- _ sin in 1944. In contrast to the exclu- 

Myers, John Paul Jones, Lee Ches- vealed that the themes preferred by _ sive advocacy of intaglio processes 

ney, Glen Alps, Ray French, and the Iowa Print Group were allego- by Lasansky at Iowa, Sessler encour- 

James Steg. Several had by that time __ ries, mythologies, visions, and ab- aged students to seek creative and
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0S 5.21 
: Pai os Mauricio Lasansky | 
ea Pi © ) For an Eye an Eye, III 

| oe \ 4 “ Etching/soft-ground/aquatint/electric | 
a i) stippler (1946-1948) 27 x 21% 

| a XN Shown in the exhibition, A New Direction | 
; 4 a S in Intaglio, at the Walker Art Center, 

[er ve Minneapolis (1949). | 
i : University of Iowa Museum of Art. Gift of 

| 1g i ‘ Mr. and Mrs. Webster B. Gelman. 

re | 
| Hi ee \ tS 5.22 
. | me oes ee al is Mauricio Lasansky 

} o > to Espana j 
| ] i he; fia Etching/soft-ground/aquatint/engraving | 

yi rds (1956) 31% x 20% 
7 { : : Shown in the 152nd Annual Exhibition of | 

| = ae, ! . i} im Watercolors, Prints and Drawings, at the 
yf asi Soe yok Pennsylvania Academy of the Fine Arts | 
(ae Ys : \\ SS ca (Philadelphia, 1957) and the 7th Annual | 

r i. eee 2 Mid-America Exhibition, at the William | 
} Ne bee { ' ; .) gh Rockhill Nelson Gallery (Kansas City, 

: “* i: ay an y y 1957). Received the José Guadaloupe 
ie > file Posada Award at the Primera Exposition 

| 5 | ha d Buenal Interamericana de Pintura y 
i | _ j a Grabado (Mexico City, 1958). 

; i a BS University of Iowa Museum of Art. Gift of 
| | 3 : a , “i ~ Mr. and Mrs. Webster B. Gelman. 
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technical success in several major frequent honors in national compet- _ schools and was too often ineptly | 
media. He had learned etching from _ itive exhibitions for prints, such as taught. Wisconsin was no exception 

Elsa Ulbricht and other funda- Trapnet Fishing on the Great Lakes before 1946, the year Sessler began 

mentals of printmaking on the Fed- _ (fig. 5.24), filled with indigenous instruction in three basic media: 
y a eral Art Project in Milwaukee and and vigorous images of the fisher- lithography, etching, and woodcut. 
y: I through his personal association men and fleets that sailed out of His own printmaking at the time ; 
_ 5 with Robert von Neumann, a su- western Lake Michigan ports from was primarily in lithography and 

perb teacher and German-trained li- the Door Peninsula southward. differed markedly from the “new di- 
} thographer, woodcutter, and etcher. Printmaking had been an occa- rections” in intaglio and the accom- 

Von Neumann was the recipient of __ sional or minor offering at most art —_ panying modern conceptions and j 
|
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Ly 5:23 styles that were spreading beyond that blights the human condition. 

aa Malcolm Myers New York. Sessler’s themes usually Recurring compositions were filled 
Hal St. Anthony reflected the social genre that he ex- _ with the sorrow-ravaged faces of 
a par cam nt 15x Zs ae perienced and observed during his _ aging male and female derelicts, or 
Be Pe Ose ad Cate Print Group youth and young adulthood in Mil- _ wandering ragwomen ludicrously 
ea nesey Of Tee waukee, although at times he di- self-bedecked with the found trea- 
na Awarded a Purchase Prize in the 17th An- d is : i z 
ED nual Exhibition of Northwest Printmakers gressed to create prints revealing a sures of shabby finery in castaway 
a (Scattie, 1947). Shown in the Fst Na- strong distaste for the brutality of ribbons, bows, and bonnets. As a 

a tional Print Annual Exhibition, at the Night Riders, of hate organizations, —_ surprising exception to those kinds 
Pal Brooklyn Museum (1947), and the echibi- and the sometimes abusive forces of _ of themes, in 1949 Sessler created 

FY tion, A New Direction in Intaglio, at the the law. More frequently, his prints Tomah Rock (fig. 5.26), a landscape 
ay Walker Art Center, Minneapolis (1949). revealed a deep compassion for the _ lithograph which prefigured the 
eu Seattle Art Museum. Gift of the Northwest little people and their lot, the waifs _ many forms of nature he transcribed 
4 Printmakers. and wanderers of poorer city neigh- as symbolic metaphors in later, and 

pn borhoods. The drab realities were strikingly colorful, woodcuts. In ac- 

1 a simple or amusing, as in the gaggle _tuality, Tomah Rock was one of the 

pan of gossiping women at an old Mil- many ancient, obdurate, landlocked 
ay] waukee market in Morning Forum “islands” that had resisted the relent- 
ae (fig. 5.25). During the forties and less forces of wind and water in the 
ay early fifties, Sessler’s works bore wit- unglaciated Driftless Region of 

a ness to the subtle and unyielding western Wisconsin. The expressive 
ae persistence of sadness or absurdity and organic shapes, incipient in the 
a | 

e



, . ; re Pe Cees Ton eee eee cc 

Ee 
’ 

World War II and the Late 1940s 167 Ce 

k i ea —. oe a Sr ea i: 
: iy ry enek “ue? yr = Nie Sysco 2 

oe % Ca — si 
a bt we Sw a ———— ‘ 

Se = A | eo ae i 
— Bp Ai xs = pe een B 

Ce gle Se hte ¥ RN 4 Sa at fe co Sig oa ee Le “ee AN, = ~ a ee 4 

— th “WP ae, <hee, Sak =] Res z 

26” WASaee. San, i 
Pe : Rina Z % PS A ee egy eee ose ee _ 

ad ’ Ss om ey i e Nn ae ~ wo BA 

= Nf & : a! x i 

: aes a Phe. Se a % s an ~ oe penn a tes 

EB =_— = | ee SE ee me a 
2 za ¥ ss ‘ Ma. SSS NG ae ee 

ALE A ee al — ay SS SS Ee 

| a7 y A Y a : 
se . m Bre. 

Sn) ve aps \ - — Fi 

ii \ en h = ' 
| ? ii f “4 oe 5 ee + 4 ye % Fe 

y - 63 . a s % . : 

a. oN .*) > = 24 » | 
mS ee So 4 is “i gee fa] 

| Ales Wore. Sek | Se Seen t Tie p J Vic — s B 

> eee, Ohad A ~~ Br « Qt EB 

amar 7 a” See SO ne i 
N Ce ira ‘ee AN = _— : 

! 
ig 

lithograph, later burst forth in ase- sin added another dimension shortly 5.24 ie / 

ries of tense, multicolored woodcut —_ after Dean Meeker joined the fac- Robert von Neumann oe 

compositions, based on fragments —_ulty. While attending the School of Trapnet Fishing on the Great Lakes i 

of nature but carrying wider con- the Art Institute of Chicago, Meeker Lithograph (1943) 10% 14!%10 te 

notations through allusions and had supported himself by working _ Third Prize in the a Non ee 

analogies as in Thorny Crown (color at commercial silkscreen companies. eevee pres ae Lace cae ae 
foe aa : de . A] gress (1944), and an Honorable Mention cS 

ig. 4). In turn, the dynamic color In 1948, students at Wisconsin re es : : 5 
| A h eistoteeenl Gedien € bl nf | at The Print Club of Philadelphia (1944). Ga 

woodcut was the genesis of severa sponded so favorably to an informal fibrary of Congress, Prints and Pe 

print rehearsals for Sessler’s last course in serigraphy that it became a —_pyotegraphs Division. oes 

painting, in creation at the time of | permanent offering of the print- i 

his sudden death in 1963, wherein _ making program two years later. By a 

the thickets of thorny shapes formed 1951, Meeker, who for years would fa 

a crucifixion symbol, affirmed by the be intrigued by legendary, historical, ge 

title, Until the Ninth Hour, which and literary themes, had created his he 

echoed St. Mark who recounted that ephemeral vision of Don Quixote be 

“. . . there was darkness over the (color fig. 5) in a color silkscreen. Be 

whole land until the ninth hour. Soon thereafter, the print received fe 

And. . . Jesus cried out with aloud — the Marion Osborne Cunningham i 

voice . . . My God, my God, why Memorial Prize in San Francisco, an | a 

hast thou forsaken me?” award that honored the memory of ea 

The printmaking workshop that an early serigrapher and generous a 

Sessler had envisioned for Wiscon- _ patron of the Western Serigraph So- eet
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aceon cMamEe § —Cicty, an Organization that Guy catalogue of the Third National 
nibh aes TU fy Sagi = Maccoy had helped to promote after Print Annual Exhibition, “Rarely, I 

- j A = Hite keen. yeas he settled in California in 1947. believe, have individual jurors been 
aig ns es Wve, $= Printmaking at Wisconsin received more sympathetic and more con- 

sie a i a ib a further stimulation from the ap- cerned about the contemporary art- 
a el ae ) 4% p pointments of Warrington Colescott ist and his work. The modern print 

a a wy TE ee cise and Robert Marx, both of whom has come out of its precious port- 
a Shy a ‘ is He a were showing silkscreens in the early folio and onto the wall where it 

PON ee ee an es fifties at the National Print Annual holds its own with other works of 
Py NNR Te 7 Po Exhibitions of the Brooklyn Mu- art. . . . it is well suited to capture 
» ee aS ae hi og seum, and later with the arrivals of and record the tempo and mood of 
ive ed bs se tes i Raymond Gloeckler, William Weege, our time.” * Her commentary con- 
eg Ba ct ae and Jack Damer plus a parade of vis- _ firmed that modern prints were 

INE HET Sa ae iting printmakers, all of whom gave _ more welcome than before in major 
bs MRO dae baler gi a : feels me ne 
eRe pal ee aan enrichment and diversity to the exhibitions and implied that they re- 

tee RG e hi pe. At offerings. flected a new temper in the art and 
| me an ae pS) fel ; f ; Other collegiate programs, which culture of America. Johnson men- 

a BT KA? ee §=cmerged rapidly in the 1950s, varied _ tioned almost casually that the mod- 
go be aN i eF at iy eS from the self-imposed limitations set _ ern print on a gallery wall could 
ve eye a4 . ‘ | by Lasansky’s intaglio center at Iowa hold “. . . its own with other works 

eS gi t aay aoe to the wide array of media that of art.” She was surely alluding to 
ee v) %, ee RN an Wisconsin printmakers preferred to _ the recent developments that had 

Pi Gaye nes Ms ‘ ne # present. Although universities and moved contemporary printmaking 
ia a 3 : a Pak colleges were responsible for the into closer competition with paint- 

oy ay f ie 4 oan s an f training of the greater share of ing—in largeness of scale, boldness 

” sf Le Oe eee $= younger printmakers who joined the _ of color, richness of texture, and 
Pie oa eed multiplying ranks of practitioners in subtlety of visual illusions. Perhaps 
ig Seemee, the fifties, a growing interest in her observation implied a perceptive 

; : -. printmaking emerged in the profes- forecast of greater competition in 
Be tin Sieeeee; sional art schools as well, marked the future. 

most notably by the establishment of Two other exhibitions, also staged 

5.25 the Pratt-Contemporaries Graphic in 1949, were reviews, each in its | 

Al Ifred Sessler Art Center in 1956 and favored by a own way, of developments during 

aren $50,000 grant from the Rockefeller the decade—Master Prints at the 

ei ase Cathe, Foundations Under the guidance of | Museum of Modern Art and Tech- Elvehicm Museum of Art. Gift of Mr. u De, e guidance o: Auseum of Modern Art and Tec 
Alfved Sessler. codirectors Margaret Lowengrund nical Processes in Contemporary 

and Fritz Eichenberg, and with a Printmaking at the University of 
starting staff of Arthur Deshaies, Minnesota Gallery. 
Seong Moy, Walter Rogalski, and Mrs. John D. Rockefeller, Jr., was 

Arnold Singer, the Pratt Center ini- a founder of the Museum of Mod- 

tiated a program which grew in ern Art and an officer of the institu- 
strength, over the years, by its excel- _ tion on several occasions. An avid 
lent training, print exhibitions, and collector and benefactor, in 1940 

publications on contemporary and she had presented a splendid gift of 
historical printmaking, filled with 1,600 etchings, lithographs, and 

technical reviews, essays, biogra- woodcuts to the museum. Suitable 
phies, and documentation.* space for a print collection was fi- 

Meanwhile, by chance in 1949, nally arranged in 1949 and dedi- 
several publicized opinions and cated as the Abby Aldrich Rocke- 
printmaking exhibitions created a feller Print Room, with William S. 

timely recapitulation of the forties. Lieberman as the Associate Curator 
Una Johnson, Curator at the Brook- in charge. Master Prints, the exhibi- 

lyn Museum and the guiding spirit _ tion of celebration, was an impres- 
of its displays of contemporary sive display of works from the per- 
prints, wrote in the Foreword to the manent collection by outstanding 

]
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European printmakers from the prints by commentators on current figures inscribed with lampooning a 

late-nineteenth to the mid-twentieth | American life—Adolf Dehn, Peggy | commentary. His Three Friends (fig. q 
| centuries, supplemented with works Bacon, and Ben Shahn. The selec- 5.27) was a topical satire on a trio ; 

| by a respectable number of Ameri- tion of prints that had been created of powerful politicians in the Re- | 
cans. Printmakers who had been as- _ during the 1940s ranged from the publican Party, Arthur Vandenburg, 5 

| sociated with Atelier 17—Lasansky, _ technical ventures and vanguard fea- | Thomas Dewey, and Robert Taft; a ff 

Raymond Jordan, Boris Margo, tures of Margo’s cellocut, The Sea concocted spoof of three competi- 

Schanker, Peter Grippe, Racz, and (fig. 5.15), to Shahn’s silkscreen of tors within the GOP, feigning politi- 

| Gabor Peterdi—were represented simple forms and muted colors that _cal sodality with dentate smiles for e 

I by recent works, along with a few displayed an edited frieze of political _ the benefit of press photographers. ge 

We i 

ae
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5.27 Modern Prints, aside from a favor- printmaking, artist-teachers, art his- 

Ben Shahn ing of Europeans, was tilted toward _torians, and curators of the Midwest 
Three Friends a selection of American works that region had the opportunity to exam- 
Color silkscreen (1941) 15 x 22 bore the bench marks of “new direc- _ ine the didactic presentations of 
Shown in Master P rints, the exhibition of tions,” suggesting the kinds of con- _ processes, as in Barnet’s woodblock 

celebration for the inaugural of the Abby temporary printmaking that were and impression of At the Sea Shore, 
eee aera pie ROUTE ae ee A ened ne collecting by the Sue Fuller’s lace-collar collage and 
seum of Modern Art (1949), and in the aS Y of 
retrospective exhibition, Silkscreen: History a : OPP er-engraved plate=a beautiful, 

of a Medium, at the Philadelphia Museum Earlier in the spring of 1949, glistening metal ornament in its 
of Art (1971). Technical Processes in Contempo- own right—hung adjacent to the 
National Museum of American Art rary Printmaking was organized by print of Hen (fig. 5.7), thirteen trial 

(formerly National Collection of Fine the University of Minnesota Gallery __ states plus the plate of Lasansky’s 
Arts), Smithsonian Institution. Gift of Mr. and displayed expressly for the an- color intaglio, Bodas de Sangre, and 
and Mrs. Harry Baum in memory of Edith nual meeting of the Mid-America Malcolm Myers’s plate and seven 

Gregor Halpert. College Art Association.*” Prints states pulled during the creative 
by Will Barnet, Adolf Dehn, Sue evolvement of Man and World. 

Fuller, Malcolm Myers, Harry In conjunction with the display, 
Sternberg, and Mauricio Lasansky the six exhibitors participated in a 
were hung next to the woodblocks, panel discussion. The remarks of the 

copperplates, and photographs of majority of the speakers—and the 
lithographic stones that had been exhibition—offered recapitulations 
used for one or more of the trial of the current state of printmaking, 

proofs and final impressions ex- enthusiastic affirmations of its 
hibited by the artists. Students of emerging prominence among the
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arts, and a near consensus of liberal tion” turned out to be a diminished simple optimism and, therefore, 

attitudes toward and commenda- acknowledgment that there had comparable to that advanced by Carl 

tions of contemporary tools, ma- been a revitalization of the intaglio  Zigrosser two decades earlier—a 

terials, and processes. Of the six media under the aegis of the only cheering prediction of modest ex- 

printmakers, Adolf Dehn was the two printmakers he named, Hayter _pectation that was quickly fulfilled. 

least sanguine about the promising and Lasansky. On the other hand, at the end of the 

state of the art. Later in the year he As the decade ended, Albert forties, the recent group shows, the 

published a short article, “Revolu- Reese, of Kennedy and Company, larger exhibitions that included or 

tion in Printmaking,” derived from published American Prize Prints of | emphasized modern trends, and the 

his comments at the Minnesota sym- the 20th Century, a historical com- occasional commendations laced 

posium.** As a lithographer, Dehn pendium of 231 prints selected from _ with a bullish optimism about new 

held the opinion that American lith- the award winners of nearly fifty directions in American printmaking 

ographic printing suffered from years, beginning with the period of _ failed to offer firm clues that critics, 

widespread ineptitude. His casual Joseph Pennell. Not surprisingly, the _ dealers, curators, or printmakers 

recognition of silkscreen as a me- choices Reese made from the works were prepared for the wrenching 

: dium adopted by printmakers in re- _ honored by juries during the forties _ changes that soon would beset 

i cent years was limited to a lackluster formed a conservative majority, leav- the art and the assailing of criteria 

comment that the process allowed ened by a few prints with modern that had long served as determinates 

i color prints to be made and sold at features by Margo, Hayter, Ralston _ of what was, or was not, an origi- 

f modest cost. And Dehn made no Crawford, Fuller, and Lasansky. nal print. 

“l mention of the wood-engravings, After surveying five decades of prize 

woodcuts, and color woodcuts of prints, Reese concluded that, “In 

Misch Kohn, Antonio Frasconi, spite of the years of depression, of 

Barnet, Schanker, Seong Moy, and turmoil, of war, and now of social 

Adja Yunkers that were, by then, a and economic unrest, the future of 

| promise of the power which relief American graphic artists is more full 

i prints would display in the fifties. of promise than ever.” 

, | Thus, Dehn’s assertion of a “revolu- The forecast by Reese was one of 

|



a ae Each medium of printmaking has ane (fig. 6.2)—Ernst Barlach’s emo- 
inherent properties and processes tional revision of the gospels of 
that affect the descriptive and aes- Matthew and Mark which revealed 
thetic characteristics of a print when that Christ was withdrawn a stone’s 
an impression is pulled from a cast from his disciples when He 
block, stone, plate, or screen. A ju- prayed alone and with anguished 

dicious choice of medium may be awareness of impending betrayal 
crucial, therefore, if the singularity and death. On the other hand, the 
of a printmaker’s conception is to be | New York—born Lyonel Feinin- 
transcribed with artistic integrity. ger—who served as the director of 
From the 1890s through the 1920s, __ the print shop at the Bauhaus and 
these kinds of considerations led Eu- _ was familiar with the art of the Cu- 
ropean artist-printmakers to the dis- _bists in France and Expressionists in 
covery that the old craft of woodcut | Germany—preferred severe abstrac- 
provided transcriptions compatible tions and spatially reconstituted 
with the abstract images, expressive landscapes and seascapes as in Hans- 
symbolizations, and subjective con- _aflotte (fig. 6.3) or other panoramas 
tent that characterized much of of Baltic ports and ships.’ 

a modern art. The striking results lent When suitable to their concep- 
° . ° a new vitality to woodcut which tions, the modern European print- 

P. rintmaking In emanated from the black-and-white makers adopted ee = 
th or color blocks cut by masters of cesses by scarring wood surfaces 

€ 1950S diverse styles. Among the artist- with bits of broken glass or steel 
printmakers responsible for the re- wire brushes. And to increase the in- 
vival were the Post-Impressionists tensities of expressive connotations 
Paul Gauguin and Félix Vallotton or the emphases of symbolic refer- 
in France, the artists linked with ences they printed mordacious col- 
modern Expressionism such as the ors on sawed-apart sections of the 
Norwegian Edvard Munch, the Ger- wood, overprinted images with mul- 
mans Ernst Barlach and Kathe Koll- __ tiple blocks, made impressions on 
witz, artists of the Briicke group— colored papers, added artists’ colors 
Emil Nolde, Ernst Kirchner, Eric with brushes, or combined disparate 

Heckel, Karl Schmidt-Rottluff— media as Munch did when printing 
and the German-American Lyonel colors with wood blocks beneath 
Feininger whose taut abstractions of _ black lithographic images in one of 
Baltic fleets and Hanseatic cities his several accusations of woman as 
were aptly transcribed in prints from a Vampire (fig. 6.4). | 

, wood. A limited circle of European and | 
: During those decades the prevail- | American collectors and curators 

: ing conventions of the woodcut art _ venerated the originality of the turn- 
i were flouted, conceptually and tech- _ of-the-century printmakers in their 

nically. Munch and the members lifetimes and during the decades 
of the Briicke cut harsh images in immediately thereafter. However, 
blocks that transmitted newly con- American artists printing from 
ceived revelations of old human deg- wood seemed uninformed or indif- 
radations, passions, and emotions, ferent to the innovative prints for 

exemplified by the graphic distil- years. In 1949 Carl Schniewind, 

lation of rejection and sorrow in Curator of Prints and Drawings at 
the Prophet (fig. 6.1) when Emil the Art Institute of Chicago, assem- 
Nolde slashed and tore the wood bled an exhibition, The Woodcut 

with knife, chisel, and gouge. And Through Six Centuries. The modern 

among the hundreds of woodcuts section displayed prints by Vallotton, 
that displayed a new concordance Gauguin, Munch, Nolde, Heckel, 

between an old craft and modern and Kirchner. Schniewind vouch- 
conceptions was Christ in Gethsem- safed to viewers that “. . . the wood- 

|
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, ; mowing, 6.1 
Y a 4 Emil Nolde 

a ey = Prophet | 

ae ‘y Woodcut (1912) 12% x 8% 
Robert Gore Rifkind Foundation, Beverly 
Hills. 
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cut has again become a medium of ing to woodcutting in the forties was clear that the leaders in printing ee 

| individual expression.” Then he and, by their willingness to adopt all from wood were ignoring whatever @ 

added, “In the United States the sorts of methods and chromatic conventions seemed inimical to their & 

woodcut has not yet reached general _ effects, were demonstrating a sen- modern artistic conceptions. 

popularity, but there is every indica- _ sitivity to the precedents initiated Before American relief printing 

tion that artists are becoming more earlier by the Europeans. Then, in reached a climax of creative inven- 

; and more interested in this impor- the 1950s and 1960s, when Ameri- __ tiveness in the fifties and sixties | 
5 : s j 

tant graphic medium.”? cans created a corpus of wood- some preludes of consequence had : 

Undoubtedly Schniewind had no- _ engravings and woodcuts which preceded the ascent. Young artists | 

ticed that a few American print- brought an improved stature and served apprenticeships during the 

makers of modern tastes were turn- — many exhibition honors to the art, it years of the Federal Art Project Be 
| 
‘igsag E 
| 
| 

ot
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ip 6.2 alongside the experienced hands of woodcuts of modern styles and un- 

Hi Ernst Barlach Isaac Sanger, Asa Cheftetz, Oscar conventional techniques that were 

ny Christ at Gethsemane Weissbuch, Lynd Ward, Fritz Eich- even more germane to the ways in 

! Woodcut (1919) 8 x 10 enberg, and others in New York which the art would evolve during 

: a ae Gre Di parens of City or on federal projects else- the decades that followed. | 

: eT) Oe: where. Meanwhile, Thomas Nason Werner Drewes, for whom wood- 

! and Grace Albee were cutting skill- cut was a major medium, immi- 

pe ful wood-engravings independently _ grated to the United States in 1930 

ae of government support. All of those — with an intimate knowledge of the 

| works of the later thirties formed a prints of his German predecessors 

a] commendable body of American re- _and a passing kinship in his wood- 

: e lief prints, and though most of them cuts to those of Feininger, a former 

| were conservative in characteristics, colleague at the Bauhaus. Shortly 

nh the wood-engravings, woodcuts, after Drewes’s arrival, he cut a series 

Baa and color woodcuts by Fred Becker, of abstract views of New York City, | 

a Louis Schanker, Werner Drewes, was accepted as a “naturalized” | 

ae and a few others bore modern fea- American printmaker—later con- 

a tures. Then, in the forties, Drewes, firmed by the appointment as Super- 

: Will Barnet, Schanker, and Antonio __ visor of the Graphic Arts Division 

sf Frasconi created woodcuts and color of the New York FAP in 1940— | 

; 
Re i) | 

|
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1941 *—and had Abstraction chosen _ etcher and lithographer; he was in- 6.3 | 
| from one of his several woodcut structor and the staff lithographic Lyonel Feininger j 

portfolios for display in the retro- printer at the Art Students League Hansaflotte (Hanseatic Fleet) | 
| spective exhibition of American by the time he cut his first blocks in Woodcut (1918) 6% x 8% ; \ 

Printmaking: 1913-1947. By the 1937.5 His black-and-white prints of 4//¢ Memorial Art Museum, Oberlin 
early forties, Drewes was printing the following two years were starkly OTe PLES CHE x 
completely nonobjective composi- linear in design and bore modest, ie 
tions that served as appropriate cre- though transient, correspondences I 

dentials for charter memberships in to earlier woodcuts by the German | 
the Vanguard and The Graphic Cir- _ Expressionists. On the other hand, fee 

cle exhibiting groups.* Later in the Barnet’s themes were full of amiable = 

decade, the extreme abstractions sentiments in images of small chil- | 

| gave way to more descriptive color dren and his family. A print of f 
| compositions with identifiable 1939, based on the bonding affec- 

i themes, as in Maine Sunset (fig. 6.5), tion of an infant and mother as they / 
| which anticipated features that awakened in Early Morning (fig. | 
. would be echoed in woodcuts by 6.6), was of a modern style rarely Bee 

Drewes and other American print- seen in American woodcuts at the ] 

makers in the fifties and sixties. time and rewarded by the Mildred ce 
| Will Barnet was an accomplished Boercke Prize at The Print Club of ; ie 

mal 

” ~
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i 64 
: Edvard Munch 

Vampire 
e Color woodcut/lithograph — , 

y (1895-1902) 15Yisx 21% Ae ae 
1 Elveljem Museum of Art. Wf) =\) Kw 
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j Werner Drewes 5 ray , if Hh \ 

7 Maine Sunset HS A ‘yy i 

ci One) i Color woodcut (1949) 12% x 23% y ei) 
/ Shown in the retrospective exhibition, { ay i 

: Werner Drewes: Woodcuts, at the National 5 Zi f 

i Museum of American Art (1969). fa — ies 

a National Museum of American Art wa ‘ bi 

: (formerly National Collection of Fine ; 7 

Dee Arts), Smithsonian Institution. Gift of the iy . 

; | artist. 
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Es ; Philadelphia, a Purchase Prize in the _ tent. The cuttings and registry of entries were well received in major 

; By lst National Print Annual at the seven colors were exceptional and exhibitions, in 1943 he forsook 

a ' Brooklyn Museum, and an award the print received Honorable Men- printmaking of all kinds for four 

2H in the 16th Annual Exhibition of tion when it was displayed as Peter years and woodcut for even longer.’ 

E a Northwest Printmakers. His first and Birdie in the 3rd Annual Ex- Nonetheless, in 1949 the University | 

=| two trials with color woodcut were hibition of the American Color of Minnesota invited him to be one | 

ete also made in 1939.° The following Print Society at The Print Club of _ of six panelists at the forum on 

a year, Barnet adorned the print of his Philadelphia. modern printmaking. Concurrently, 

a son Peter (fig. 6.7) with a harmony Although Barnet displayed prints he was the sole exhibitor of wood- 

a of style, colors and charming con- with the Vanguard group and his cuts in Technical Processes in Con- 

(; 
mci,
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temporary Printmaking assembled youthful days in a traveling circus. The young Frasconi had been a 

by the University Gallery for the The modern style, a novel network —_ successful political caricaturist in 

Mid-America College Art Associa- of textures impressed into the wood _ Montevideo before he began cutting 

tion, a display in which two silk- with wire screening, and the print- simple black-and-white wood blocks 

screens, Dehn’s six lithographs, and ings of blacks and brilliant colors of the Unemployed, the Hunger Chil- 

Barnet’s four woodcuts were sur- from five blocks must have led the dren, and other unfortunates of 

rounded by an overabundance of in- jury to choose Carnival as a speci- Uraguay in 1943, woodcuts that 

taglio prints and plates.* During the men of very contemporary color were antecedents of political and so- 

forum dialogue a young instructor woodcut for the retrospective review cial commentaries which surfaced 

from the Midwest, who had been of American Printmaking: 1913— periodically in later prints.’* In 

influenced by the lore of the forties 1947. In the years before and after, 1946, only a year after his arrival in 

that the intaglio media were peerless | woodcuts by Schanker—with New York with a scholarship to the 

for the creation of contemporary themes reduced to abstract shapes in Art Students League, Frasconi was 

prints, complained that it was diffi- medleys of gay colors—surely favored with a one-man show at the 

cult to launch graphic programs be- _ formed an array of exuberant prints Brooklyn Museum. From then 

cause of the costs of intaglio presses, along the walls of the Kleemann on—as if to prove his proposition 

copperplates, and tools. Barnet, who Galleries in 1944 and gave bold ac-_—“. . . that the woodcut by its very 

by then had created fine prints in cents of patterns and colors to the nature is a popular form. . . and 

four media, responded pithily: exhibitions of the Vanguard and that the artist must speak to as great 

“Hell, anyone can start a rewarding The Graphic Circle printmakers.'* an audience as possible,” '” Frasconi 

printmaking program with a block When the latter group held one of became one of the most peripatetic 

of wood and a sharp knife.”” its showings at the Jacques Selig- of American printmakers. He re- 

Louis Schanker made his first mann Galleries in 1947, Art News corded innumerable facets of the 

woodcuts in 1935 during odd hours —_ was prompted to point out that landscape and life of California val- 

of respite from the painting ofamu- — Schanker had proved his skill in leys, Vermont farms, the dunes and 

ral sponsored by the New York FAP _ printing large woodcuts with no flocks of migratory birds along 

for public radio station WNYC."° fewer than ten blocks.'* And in Jan- _ Long Island shores, or the labors of 

From then on, as a Supervisor of uary 1949, notwithstanding an ob- farmers, beekeepers, fruit growers, 

the Graphic Arts Division and later servable trend toward larger prints, night-shift signalmen with glowing 

as a teacher and printmaker, he was the Art Digest found it singular that _ lanterns in railroad yards, fishermen 

one of the most active advocates at Schanker’s experimental work- and ketches, or the mongers of 

of color woodcut in the country. shop, Studio 74, he was carving a New York’s Fulton Fish Market. As 

Schanker and Hayter, as faculty woodcut on a six-foot plank.'* The had Eichenberg, Frasconi became a 

members at the New School for So- _ huge print, Dance Macabre, was prominent illustrator—of children’s 

cial Research, for a time shared the finished in time to be selected for books, limited editions of Cer- 

teaching studio where Atelier 17 the 3rd National Print Annual vantes, Garcia Lorca, Whitman, and 

was being revived.'' And although which opened at the Brooklyn Mu- the fables of Aesop—and, as well, 

both were dedicated leaders in ex- seum two months later. the creator of panoramic landscapes 

perimental printmaking, Schanker’s Artists from abroad who were from contiguously printed blocks 

role was to seek new ways of creat- sharing in the quest for a contempo- which became friezes on paper when 

ing woodcuts. “The possibility of rary American art of intaglio had extended as one would an unfolding 

invention, I believe, is one of the counterparts who were accom- screen. Meanwhile, Frasconi’s ear- 

most intriguing aspects of woodcut. _ plished woodcutters before they im- __ liest American single-sheet prints 

Traditional tools are no longer suffi- migrated to this country. Hence, as__had placed him among the pioneers 

cient. . . . [and] anything which can Barnet, Schanker, Anne Ryan, Fred of contemporary color woodcut—a 

be used to ‘mar’ the surface of the Becker, and other Americans began _role assured by the Boy with Cock 

wood is legitimate as a tool. This to create prints that had markings of (fig. 6.9) which was cut in 1947 

offers endless possibilities. Ordinary a modern art of wood-engraving with modern idioms of artistic lan- 

wire screening forced into the wood _ and woodcut, the presence of Fritz guage and printed by a black key 

will, of course, provide a particularly  Eichenberg and Werner Drewes block and no fewer than four colors 

ingratiating texture, almost a patina, _ from the early thirties on, and the that elaborated on the lively struggle 

as in my woodcut Carnival.” ? arrivals of Antonio Frasconi in 1945 of a youth and raucous fowl. By the 

Composed in 1945, Carnival (fig. and Adja Yunkers in 1947 com- end of the following year, Frasconi 

6.8) was a cluster of symbols tran- pounded the talents that were com- _ had been granted a one-man show 

scribing Schanker’s recollections of | mitted to working on wood. at the Weyhe Gallery and a Purchase



Printmaking in the 1950s 179 

= es ee Ok se ee 
cet. Se eee aes ke ES 

So ere ot eee Se ee ; eg ee eS eee So eee ee ee : 
: i ee cae ee pg ae oo 
ee REE EC 

—_—s —S l(t 
Oe os a Ae ag ge a NN ee es ‘ 4 23 pg ee a PN rk j Se eee a isin ee SS” enh, Bi, eee a Set eee = = te ae OES” ie eee ee Sk 

oe 2 Le = ee, Bee ae ae eae eS : 

ied Bie - rate ae er oe 
‘SS Bee seat a4 oo ae ae i ee at 

Se PAS pee fi SS we 

- Es a Ss SER ee ese Ne Aa ae ffm rm 

~ ee Beco ee ee 
¥ svi oes Sos mae fx) a ee SS) 2a eae 

tN 
Or {SSS So OS > 

: einem fk SS ap ieee See ht) a A Oe oe é 

2 : : eS e Bape ee 
ON ee ee 

Prize for the color woodcut of a Girl holm studio was destroyed by fire 6.8 
| with Bird Cage at the 2nd National and he immigrated in 1947. In the Louis Schanker 

Print Annual in Brooklyn. Then, in autumn of 1947 Yunkers’s color Carnival 
a group exhibition of 1949 by which _ print Shields was accepted for the Color woodcut (1945) 14% x 21 
the Weyhe Gallery predicted the 32nd Annual Exhibition of the So- oe id a fs bint nae 
growing vigor of American wood- ciety of Etchers, Gravers, Lithogra- mea lame 047) saecciincs 
cuts and wood-engravings, Frasconi _ phers and Woodcutters; it received a eo nt 

} Tared! he wnlls wath hierite leone ol ane I National Museum of American Art 
shared the walls with his wife Leone _critic’s commendation when How- (ferment) Nasional Collection of Fine 

| Pierce and other young woodcut- ard Devree of the New York Times Arts), Smithsonian Institution. Museum 
| ters, Seong Moy, Worden Day, singled out the woodcut for its rich- Purchase. 

} Misch Kohn, and Leonard Baskin, ness of colors and likened it to a 

who were on the threshold of en- “reincarnation” of the Ajunta cave 
riching the art and receiving their paintings.’” Through competitive 
rewards.'* exhibitions Yunkers was soon iden- 4 

Adja Yunkers was another accom- __ tified with the printmakers in the 
plished printmaker from abroad forefront of the art of modern 
who lent his talents to the new American woodcuts, a judgment re- 
trends in American woodcuts. Born _inforced in 1950 by the one-man 
in Riga, Latvia, later active at several _ show at the Kleemann Galleries 

art centers of Europe, his color which included Shields and an am- 
prints had been handled by the bitious ten-block color print, La 
Kleemann Galleries before his Stock- | Mesa Encantada, created at Alameda,
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In 1949 the critic Dorothy Drum- N Pe ] i , a i 

y mond observed that, “. . . the con- Y i eg Ma , i eat ry, | 

4 temporary printmaker is drawing ry. ee wk Rs & ial 

# closer and closer in approach—and es ae 5 : Sy se ; i 

| even technique—to the oil painter "i A ap a I Oe 

BY and watercolorist.”! And two years i “ i 4 es ) i ss Ve ee ell ‘ 3 

aH later Carl Zigrosser declared, in an Po Bai ; 4 Ve or Bee. ee : 

e] assessment of American Prints Since : i) & ae Bh aA wy rie A. j 
a 1926: A Complete Revolution in | eS Ly eee Er re. 

: the Making, that, “one sees prints =< Ef J Io at] x 4 | Se . ) | 

a becoming larger and larger in size. a : os” Sy an DS a> dl ON | 

, They are often enormous, compet- \ , . : 4 sa a () by 

hae ing in color-weight and impressive- & j "ales i ar 

Ba ness with paintings.”»? The com- >. a On TAS . Cg 

a ments referred to prints in all media ee : Sy oe 

at and served to describe many color , Te . Eon a 

Be woodcuts of the early fifties includ- ok rn a o- <a) uF 

a ing the blocks of Yunkers—and of vi SF ¥ 

ae Seong Moy—which evinced, as well / are ee” ale a vi 

oo as any, the trend toward largeness errs a : et Sis a : z 

Hy and painterly conceptions, with even a © ali , : ti i Tle r f NT 

ad an added illusion of brushwork. ME ie aed |: am je, ) Ms 

ae In 1953 Yunkers created Magni- ttl ag { ¢ yd : 

ay ficat (fig. 6.10), a woodcut of im- “ay N \ ij 
HA pressive scale, painterly idioms and 5 kg 7) \ f 

: i complexity of color printings that ; f Ud Pele 4 } dy 

Be) was conceived as a visual canticle in \ p ed di) f i AS 

a glorification of woman triumphant fe : x t ( 

ay over the tragic circumstances that f tA on <1 ! WAN) 

Et beset human existence. It was the Nie, ff . rn ¢ 

2 central section and forerunner of a i i, tf, AY ‘ : 

hae polyptych of five parts. Printed in an Y' ts y ; | \ 

ER j edition of seven impressions with a oe ~ ‘ \ ( ‘ aa / \ % Y 

aa fifty-six colors from eight blocks, \ ty eg ety | yh »\ a 
pan Magnificat and the flanking “wings” a a eae SE a \ : AA ’ 
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mensions had become irresistible to the Abstract Expressionist Hans calligraphic and painterly. Moy re- 
| young woodcutters, among them Hofmann with whom he studied in called that “in China grade school, 
a Seong Moy. When The Printmakers — New York. you draw with brush and pencil 

group presented its first exhibition Moy was inducted into the Air . . . [and] style is a way of think- 
at the Jacques Seligmann Galleries Force in 1942 and served in Yunan ing .. . ,””* suggesting requisites for 

in 1947, Moy displayed Chinese province of the China-Burma The- the kinesthetic style and gestural cal- 

! Time Piece which may have been the ater. His ties to Chinese culture ligraphy of Classical Horse and Rider 
| i color print described with exagge- were strengthened by his return to (fig. 6.11), a woodcut which re- 

| | rated rhetoric as “. . . a mural sized China in 1947, his reunion with his ceived a Purchase Prize in the 7th 

if woodcut.” For textural effects be- mother, and his marriage to Sui National Print Annual at the Brook- 

a i yond a frank display of grainy pat- Yung.” Oriental images pervaded lyn Museum (1953), and also Two 
terns from the wood Moy chose to most of his prints in the late forties Circuses in One, commissioned in 

ie glue onion-sacking on the block in and fifties as in Chinese Actor and 1952 by the International Graphic 

printing Fish Quartet, and when or- Love on the Yangtze, two of five Chi- _ Arts Society a year after its founding. 

7. dering the designs for multiblock nese themes in a portfolio published Four years earlier, Irvin Haas, 
prints he adopted brush drawing on _ by Rio Grande Graphics in 1952.2” _—_ author of a monthly column “The 

i“ overlays of transparent celluloid Earlier, from 1948 to 1950, Moy Print Collector,” informed the read- 

a sheets.”° had tasted experimental methods of _ ers of Art News that, “Just a short 

At the age of ten, Moy left the intaglio printmaking at Atelier 17 time ago, some of us bewailed the 

i province of Canton for St. Paul and an etching, The Hunter and His fact that few print makers were : 
| where he spent the remainder of his _ Wife, was awarded First Prize at The working in the relief mediums. The 

| boyhood with relatives. Moy’s art Print Club of Philadelphia in 1948. situation seems to be the reverse at 
evolved with influences of his East- Nonetheless, Moy’s reputation as a the present . . . with many artists 

- ern cultural heritage and contempo- __ printmaker rested on color wood- exploiting the wood’s inherent 
y rary Western painting, the latter cuts in which dynamic composi- qualities for their expression. A 

i through the guidance of the St. Paul _ tions were laced together with brush- _ notable fact in this resurgence is 
oe artist Cameron Booth and, in 1941, __ like draftsmanship that seemed both _ the increased use of colored wood
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Yunkers, and Moy, but as Haas pub- 1 * Sa ‘ | Bo! gs 

lished his comment Worden Day | ‘ A Af . : / 
A x vite 7 ao di A tf ca f 

was displaying similar kinds of way : iz 
prints at the Bertha Schaefer Gal- | ! /, > 4 
lery and advertising a new three- vf y : : Wi 
color woodcut which could be pur- j ; Sas 4 J 
chased from her studio in Rockport, | f : Yi 7 v | ae 

Massachusetts. °° ; Sasi J , : ) ‘ 
Day often introduced objets ] a t fs i \ y/ i 

trouvés, found pieces of wood or } ne KF Be, f iy if, i 
metal, when printing her wood- ye, Tt ) , ' iB 4 ij yy if 
cuts—an innovative idea, though aN \ a \ \ ; ie y My 

not unique, with a correspondence or ‘i | z , fe ! r } 

to the prints of Rolf Nesch, the ve / - WAY " 7 yr. 4 

German-Norwegian artist, whose (a S @ = i) NX N p if \ A a / 

color impressions were printed from § Ae > \ ~, y ae. 

“assemblages” of copper, zinc, glass, set: Foes ; oe . © a Qs 

screening, or other materials and ex- pe a i "7 s Le Lo 

hibited by New York galleries after i. ia tf : y a | i 

World War II. The content of Day’s A \\ eb . Ma AR i “ag J FRE f 
color woodcuts suggested a ceaseless mt. \\ ae El NN (FA We 

. Pe A od OS LF i; 4 
morphology of organisms and rocks id Pay j i} | Ae Gp : - 
which she then cloaked with titles tre Es / em 4 /, J ga F 7 
that alluded to ancient enigmas of a 5 : ‘ af py 
Primeval World, Runic Traces, or Tu- : q " me f, y ( 
muli. The prints were composed Pot ee, {7 : 94, ¥ Pk 1 
with flowing elements that bore A ce 7. pew "fg 
visual analogies to a theme from ie Bes \ wee Rt ae y 
Goethe which Day later cited in her os Sees cone . 
Credo—. . . formation, transforma- 
tion / Eternal mind’s eternal conver- _ Atelier 17 to add instruction in number of artists to try their hands 

sation / wreathed with all floating / color woodcuts and Day was chosen _ by the beginning of the 1950s. 

forms of what may be. . . .”*! to initiate the medium at the experi- Nonetheless, the early exhibition 

In 1954 Day created a color mental workshop where, a decade pieces of Misch Kohn and Leonard 

woodcut on black paper to evoke earlier, she had worked as an intag- Baskin gave proof that new concep- 

“. . . forms of what may be. . .” in lio printmaker side by side with tions of the timeless states of human 

the mysteries of Arcana III (color Hayter.” experiences, the stresses imposed 
fig. 6). By then, the rising promi- The enticements of creating prints upon man in a contemporary so- 

nence of relief prints prompted with color blocks lured a mounting _ ciety, or the efficacy of images based
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upon great literary sources, could be in February 1950 along with other _ in artistic conception that soon led 

transcribed incisively within the lim- | Contemporary American Prints Se- _ Kohn to abandon wood-engraving 

itations of black-and-white wood- lected by Five Printmakers (Sloan, and adopt the less restrictive tech- 

engraving and woodcut. Arms, Hayter, Kahn, and Beatrice niques of etching and sugar-lift 

Misch Kohn had his first stint of Levy) and, shortly thereafter, re- aquatint. 

printmaking shortly before the end _ceived a Purchase Prize in the 4th During the years when Abstract 

of his schooling in the spring of National Print Annual at the Brook- _ Expressionism was flourishing as the 

1939 when Max Kahn, the fine li- lyn Museum. Death Rides a Dark avant-garde art of American paint- 

thographer and master-printer from —_ Horse was Kohn’s revision of an ing, Leonard Baskin, the sculptor- 

Chicago, was a visiting instructor at apocalyptic rider from The Revela- printmaker, was more than willing 

the John Herron Art Institute inIn- ton of St. John, a headless figure to express his opposition and defend 

dianapolis. Later in the year, after borne on the black mount of Pesti- “The Necessity for the Image” as a 

the young Kohn had a short but bit- lence which preceded the pale horse great heritage from the art of the 

ter taste of the Depression-ridden of Death as “. . . Hell followed with past and an imperative for a mean- 
art world of New York, Kahn per- him.” Its saturnine spirit pervaded ingful art of the present.** His grave 

suaded him to share his studio in other prints of the early fifties when _ figures of men—flaccidly bloated, 

Chicago and join the Federal Art Kohn symbolized the universality atrophied, or seemingly stripped of ' 

Project. There, Kohn created a wood- _ of torments that man will suffer in skin—were images of human frailty, 

cut of John Brown and sixteen small images of a self-inflicted Season in despair, or torment and at the same 

wood-engravings as vignettes and il- Hell, through an outcry of anguish time, of contemporary and timeless 

lustrations for a Project-sponsored from the Head of a Contemporary, connotations. From 1949 through 

history of civil liberties in Illinois, all — or by the hostile landscape behind the next few years, as his prints from 

modest digressions from his lithog- a wounding agony and death to wood began to be featured at the 

raphy.*? In 1944 his interest in relief | which Kohn gave the metaphoric Weyhe Gallery and in major exhibi- 

prints was rekindled during a stay in _ title Sleeping Soldier (fig. 6.13). tions, Baskin declined to follow the 

| Mexico where Kohn created wood- The sharp black-and-white con- trend toward lavishly colored wood- 

| engravings of landscape, bullfights, __ trasts of Kohn’s compositional struc- cuts, notwithstanding a few prints 

{ and peasant women. In the wake of _ tures were moderated with skeins of — with supplemental blocks of red, 

the Revolution, Mexican artists hon- _ looping lines and fluid shadings, the and rendered incisively his somber 

i ored a tradition of “prints for the latter by his mastery of the tint tool, _ subjects in black-and-white cuttings. 

1 people,” especially the thousands of a multiple-pointed graver. Kohn On the other hand, Baskin matched 
ft topical prints and broadsides that chose to print his large end-grain the huge prints by other artists 
if José Guadalupe Posada (1857— blocks unorthodoxly with a litho- when he created Man of Peace in 
{ 1913) had engraved on wood. graphic press and also elected to 1952 on a block nearly 60 inches 

t Kohn became acquainted with the apply exceptional pressures which high. Two years later he cut the life- 

revolutionary muralists and the lent embossments to the brilliant size specter of Hydrogen Man. 

| printmakers who were seeking to re-__ whites.** Although two blocks of With propositions, written, spo- 

] vive an art of prints for the people at 1949, Tiger and Prisoners, split in ken, and illustrated by his single- 

j the Taller de Grafica Popular, the printing before the completion of figure prints and sculptures, Baskin 

' workshop organized as an artists’ the editions, he accepted the risks insisted that the image of the human 

j collective where in 1943 Leopoldo many times and in 1957 printed body was the richest artery of com- 

| Mendez had completed the violently The City, a wood-engraving 31 munication and expression in art. 

antifascist wood-engravings for E/ inches long. “Our human frame, our gutted 

/ Libro del Terror Nazi en Europa.** After 1954, Kohn’s crisp exposi- mansion, our enveloping sack of 

D Kohn’s experiences surely encour- tions on threats to the living were beef and ash is yet a glory. Glorious 

aged a virtuosity of cutting and the _ replaced by wood-engravings with in defining our universal sodality 

flair for graphic style that began crepuscular settings and ornamental —_ and glorious in defining our utter 

with his Mexican prints and, in the images, visions cloaked in a chiar- uniqueness.” *” And more often than 

1950s, brought nineteen awards to _ascuro of ambient, softening blacks. _not the fragility of hopes and the 

his wood-engravings. Thus, by 1956, a Renaissance city presence of tragedies marked the im- 

In 1949 Kohn engraved the first with its Florentine Figure (fig. 6.14), ages of men which conveyed the 

six of his large exhibition pieces. bedecked in motley, had become theme of universal fellowship. 

One of them, Death Rides a Dark ephemera educed by his masterful Baskin also believed that “artists 

Horse (fig. 6.12), was exhibited at handling of the graver and, concur- _have ever turned to the print for the 

the Renaissance Society of Chicago __ rently, the signs of a transformation _ expression of specific ideas, impelled
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f 

; 
6.12 B 

=i = = Misch Kohn 

| .~S = | iv) = a Death Rides a Dark Horse fe 
eed =— — = zi. _— {= Wood-engraving (1949) 217% x 15% | 

= OZA ae | Y eS = 4 (YJ = ees Pave Prize in the 4th Na- I 
ai = S—= “Bl ee a ss tional Print Annual Exhibition, at the | : 
- = A AS ee | ZF, Brooklyn Museum (. 1 950). 1 
ite AS —“ S > Achenbach Foundation for Graphic Arts, | 
4 Dee : Fy, M4 = Ss the Fine Arts Museums of San Francisco. i 

“¢g ! New | 
eg x / Sole 6.13 He] 

~ \ | x > \ Misch Kohn | 
; S| Nh Na i de SS Sleeping Soldier Q 
— See ~ cet Sean =c Wood-engraving (1951) 17% x 23% é 

oe Shee ein oa N57, Avnrded the Pauline Palmer Prize in the 
= Vip ay ’ ZN RY Chicago and Vicinity Show, at the Art : 

x CSS i Lied A Lay ‘4 —_ PLE Institute of ' Chicago ( 1951), and an | 

Ss —s =aes EW Yd Ad < <4 Honorable Mention in the 24th Annual | 

—s a “Sa! Bia Vie Exhibition of Wood Engravings, Woodcuts i 
ee eras me S77 ~=—-nd Block Prints, at The Print Club of | 

SS BY 77 = Philadelphia (1952). E 
on = am ie Art Institute of Chicago. a 

| by an immediacy of purpose... .”** _ leaving the viewer to speculate on artist and frequent spokesman for ‘BS 
: He wrote in homage to earlier mas- _ the meaning of the print. There may _ artistic causes, entered the public de- | 
} ters whose prints revealed the savage _ have been clues, however, deriving bate with an “Open Letter,” stating | j 

, realities of war, exposed the corrup- _ from ideological controversies dur- that “. . . it should also stand on Ei 

} tion of political and religious in- ing the Cold War and testy argu- the record that Picasso did not pro- i 
| stitutions, or ridiculed absurdities of | ments about the political inclina- pose to come here to meet fellow ' 

social customs and, on occasion, fol- tions of Picasso at the turn of the artists, but as an avowed Commu- i 
| lowed the examples of Callot, Koll- decade. In late 1949, the Spaniard’s nist. . . .”*' Subsequently Picasso ie 

witz, Rouault, Dix, and especially lithograph, Dove, was awarded the designed additional posters for the | ; 

| Goya. Mantegna at Eremitani (fig. Pennell Memorial Prize in the 47th communist-front organization, the | 
6.15) was both Baskin’s vision of a Annual Exhibition of Watercolors, Second World Congress of Partisans 
cry of anguish from the great Re- Drawings and Prints at the Pennsyl- —_ of Peace (London, 1950) and the 

| naissance painter-engraver and a vania Academy.* It was the same Congress of the People for Peace 
commentary on the desecration of Dove that had been printed, in re- (Vienna, 1952), both with varia- § 
war—an epitaph cut in wood that verse, the preceding April as the tions on the Dove, by then cele- i 

| the viewer understands fully only centerpiece for the first Picasso brated or notorious. os 
) upon remembering the tragic de- “peace poster,” publicizing the CoN- In the year Picasso designed the ie 
4 struction of Mantegna’s murals GRES MONDIAL DES PARTISANS DE _ third “peace poster” Baskin created | 
i during the chance bombing of the LA PAIX in Paris. His association Man of Peace. The figure, with a fa- f 
1 Eremitani Chapel by American with the left-wing organization and _ cial resemblance and the casual garb : 
4 planes. the refusal of the State Department _ of the aging artist, holds a dead a j 

No woodcut of the fifties was re- _ to grant a visa to Picasso triggered a Dove, plucked from ensnarement z 
; | produced more frequently in art public dispute about his proposed or lifeless from abuse behind the He 
| journals and mass periodicals than visit to America. Under an ironic barbed wire of a concentration ae 

Baskin’s Man of Peace (fig. 6.16), the _ editorial caption, “Picasso for camp. In those years of ideological er 
nearly full-scale figure that received a __ Peace,” the publisher of the Art Di- _ contentiousness, the possibility that ee 
Purchase Prize at the 7th National gest, Peyton Boswell, Jr., charged Baskin was mocking the ingenuous- Be 

! Print Annual of the Brooklyn Mu- that “as a leader of the phony ness of Picasso’s political alliances Oe 
! seum in 1953. The title, the ap- ‘World Congress of Peace Partisans, and adding irony by the title of the igs 
| pearance and gesture of the man, he should be barred [from the woodcut was left in doubt by the | a 

and the disquieting symbols of United States] for the same reasons _artist who, when queried, neither Pe 
C barbed wire and dead bird were un- _ as any other enemy propagandist.”*° confirmed such a commentary nor js 
: explained by Baskin or the critics, And George Biddle, the respected offered another for the print which 4 A 

ia i
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received exceptional visibility in the aggre nscaapapcame pregeag rrp HU NAO 5 et cs ) ea . sii - c fifties and later.” E= Arty) I / nu i] - aw WN 2 
Baskin rejected the role of prints Hj 2st ere AD) aS pile tetas 7 i as nti) ee wee SSSA aN oo * & 

as portfolio pieces when he created hy eee aa SS i mi)? pam; |). 
the enormous exhibition woodcut ee Jo eee, th Bis 4 b B 

of Hydrogen Man (fig. 6.17), sym- hth ain ee = fr a, he 
bolizing “the bomb” as a threat to b ys By aN et Ni Ne me an eet +” 
all mankind. The shattered skull of Siete | Aa ws Tae ae Fs) f 7 : reece, |. v5 SONG ee ie OL ad oe a Death teeters on a human frame, rit See ah 4 eM Asin Ne Ha niaas! By 
grotesque with genetic distortion, FR i eee ae pee So ih He Ws: ee 
mangled arm, and atrophy of the leg NN geet es sl s el oe ae Pu pr Wt ich Ws 
as it descends to a foot with talons, ‘¥ Nara bide es i be i ae “ ry i ¢ A rr i 
the ultimate signature of man’s sa- ei | Re th ih NY ra iki OY Zf\ A ess ria he 
tanic power of self-destruction. cre Hi Pe Aa 8 Zc gee Gat aye ag Ee B Yd ij DA AED a! on 

The universality of Man, blem- : ae Set sg aay pS pe tea J , eal Zep NM ON MT yh. 2 gd ished, was a constant theme in the ae i, ow ves weap eat oc eeae e 
art of Baskin. As an essayist he was nes Feet cca gk) Pace 4 acl ae ae eee ay 
no more charitable to contemporary arch Re ier 5 eis 5 . Pied WS ; Fea CTH 2 
Man “. . . [who] has charred the aly ted y Pes a? aust pa ‘¥ H i Lg 
earth and befouled the heavens a ee} y is p Mitssmcsaall be e a a iM 
more wantonly than ever before. He : (th, s Ke mea NS) ///, a ar ae ane ee Nee Fase BRE ce RW ij mee has made of Arden a landscape of ei a eg s Hien fal ge SS A aa 
Death. In this landscape we dwell cette ae ea alll a a ae ES 
and with these images we must c + b mage le Ri 4% ba a pee ae x ang ' live.” *? Such somber views were not Pe 4 He ter *hy, a ‘ era Sine Ee _ ‘i 

shared by Carol Summers, who a See ia SS r y ES bah f A pee TA eS Bere : 
mused that “Out of my hands roll i, aL i Mcrae on Gy ri aA es jay ee i ns Ae |) 
surprises, histories, enigmas—im- Ae peer we ra ae ee eos AN by ae ri) | 
ages known and unknown. They | Pee aoe Tse ae F Et I Pie a) 4 ae ae ie lle 
i toed i if ee a FS are aly eT | Pa Ree) by ) yi ave seeped up through my feet Cee eee ee | |e 7 et 
from Mother Earth, or down 1 ge ner ae a: Vege i) is LE se Bi «al NS ae i 
through fathers and mothers—the y ar ee tae ee a | ates : Ne oak ae | f\ j 
compost that connects us to the { wh ie 4 ers 2 aie i y S ay \ ie 
original creation.” * Lees, ae a | Ce in. Se a S ) 

Scarcely two years after Summers en ai en SSeS eS Peaks OES PS y, | a 
had studied printmaking with ae . a We heme ea laa we ZY W 
Schanker at Bard College, an early ne ee Ped 5 at Reed ae s&s yy hi 
abstraction, Bridge No. 1, was se- a = eit Ea be F ae Ps i i OF” i 
lected for a Purchase Prize at the 5th aye ise Wie us i” a ee ou at Wr FES Wee aoe ir 
National Print Annual at the Brook- ee Sage ne acces a Ng OSs gare cE h ‘ Fat Wie EA Se ee Nhat ag a aA Ee Nise a Se 
lyn Museum (1951); his work was VSS re gi ares N bi se ese iy i i 
also included in the exhibition of A FP Lite nN: eae 8 F aA? a = ak 
American woodcuts at the Muscum = Eetaiipe "1 90777 aur“ ica th Le Ree 
of Modern Art (1952). Ina review eg ny Feet Ve ae OY ie Freee ti 
of the latter display Dore Ashton sg Ee 4 ‘ore ene ki Deen Ne iG aw hy " os Se ee Nes bt ASSN Fa 8 Na singled out “. . . one newcomer. SSS eee ge Pa Says |e VSS es fa ie St Dr are ec yy Whe Sp) ‘ Carol Summers, [who] achieves a ELS Hi iy A SAY y aN Tee) Su 
great luminosity in his inking. . . .”* t ss i Ps fr Pratt Be iin Bhi, id 
Several months thereafter, Irvin ee ans es al al die ee = ‘n 
Haas hailed him as “. . . one of our as Bch tae! Le shih it 
most promising young artists . . .” — —_ iiieaeaaiaili lait — 
after leafing through woodcuts by 6.14 Elvehjem Museum of Art. Humanistic 
Summers at Margaret Lowengrund’s Misch Kohn Foundation Fund. 

gallery and print workshop, The Florentine Figure 
Contemporaries. Wood-engraving (1956) 15¥4 x 844
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Color woodcuts of Vesuvio erupt- _ ring? of sharp edges and the un- 6.15 S 

ing or the mountainous Mezzo- dulating color field are qualities I Leonard Baskin i 
giorno, the Dream of Constantine or a seck.”” Mantegna at Eremitani We 

{ Rainy Mountain Starfall were com- By 1958 Summers had perfected Woodcut (1952) 14 23% Ez 

positions conjured from ancient the process and created the floating Philadelphia ees of Art. Print Club iB 

landmarks, visions, or earthly mar- stains of the Dark Vision of Xerxes TE GAULT E J 

vels and printed by Summers as (fig. 6.18). The “bleeding” bands of ie 
} boldly bannered landscapes, stained color compose the uplands threat- bse 

Y with colors that transcend the chro- _ ened by a tempestuous cloud, its i 
a} matic realities of nature. All were core an “undulating color field” Le 

14 abstract images of landscape sus- above the deckled cells of turbulence a 4 eo ve eae 
dy ! pended in an ambience of drifting spinning free to lash the land. A vi- BS 

A colors, effects that Summers sought sion of the Persian king emerges in ap 

iP in the late fifties when he adopted the tempest as if an ancient omen fe 

fi unconventional printing methods. were portending the invasion that B 

4 Rather than inking the raised sur- ravaged Greece. aa he ig th BC ie 
a | faces of the wood before printing, Twice Summers received grants to sy 

i Summers chose to lay the paper over _ study in Italy, in 1954 from the Ital- be 

be? } a dry block and then roll out a ian government and in 196] as a ee 

tt) “positive” impression with a lightly Fulbright Fellow. And for more ee 
4 inked brayer. “After inking is com- than a decade the themes of ancient & e 

a | pleted, the print is sprayed with cities, temples, and places—Siena, lee 

! mineral spirits, . . . [and] the degree  Segesta, Aetna, the Mezzogiorno, gy 

of dissolution of the ink, or run- and other landmarks of the Medi- ie 

ning, is controlled by the quantity terranean region—recurred in es 

of the spray. The ‘bleeding’ or ‘blur- his printmaking while he was evoly- ey
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6.16 

Leonard Baskin 

Man of Peace 

Woodcut (1952) 59% x 30% GROEN N 

Awarded a Purchase Prize in the 7th Na- Mh ‘ ZR \ 
tional Print Annual (1953) and shown in i iis mN N W 
Ten Years of American Prints: 1947 — A eae 4 By mM _—* Se) 

1956, both exhibitions sponsored by the As Sey \ La ZB See 
Brooklyn Museum. Be; LS <I yes SS iy 
Cleveland Museum of Art. Gift of The a W ESN / “ a a, RSS SSS 
Print Club of Cleveland. PAIN SG NI WIT (LAS (oR, 

Fe Epo age oes 
IRSA 

eof eA) Ie WS, 

ing the distillation of landscape HET iN Rey 4 4UYYN, / 
forms that often projected symbolic 4 ; Te SS VA ig , Y 
meanings. NZ Vi Al 
Mess dene (color fig. 7) was ai hd oe Py 

the sere and timeless region of the \ b | o Lez ir 7% A 
south. Summers traced the ancient er Vy ee | y iN / Y 
mountains—eroded, or terraced to 7} paged at Le FACT IS 
hold a hill-town church—with DNS ee Ee 
peaks that thrust above a ribboned a 2 A nares) eee Ae ee -_ 

road which spared them isolation. cry ry Semel) al Co a fama i4PS 
They reach the purple veiling of a ZZ IS \ x et atl } e i Vimei ANUAY Are 
darkened sun—four times in decli- RK NO} . RY eS, hh rt sree RN / 
nation—in respite from the “mid- a> 3 wu ui Brak) Ae Pau Bees) ig 
day” fury that justified the region’s Vpn a hr Seca ) rs iu Site TAT) name fox iS Na WE ere SAE AD SS V5) EY RS EGP TEA] By 1955, the prominence of AS Ny [i ee | La —Aa4 

Wile (eben eine ae ST SS a 
“toda: i iti ic | eat | a 1. | WE "2 

y, Curiously, it is American 5 1 ASS 
rather than European artists who : ZA VK = NG - ay <2 
continue the vigorous tradition of di nye? y ] aw, p) 

the modern woodcut.” ** Two years foe ha i) et | later a similar judgment could be Ke tel re al ey | Ee * 
made when an international exhibi- NAS YJ rn 
tion of color woodcuts by artists > { My N 
from twenty-five countries, of which Se) KY 

the largest number were Americans, # ry ] y 

was organized by the Victoria and 
Albert Museum in London.” Mean- f 
while, artists committed to the 

woodcut medium were introducing 
more technical innovations, includ- 

ing sallies into relief printing with 
materials other than wood. 

Relief prints from paper had be- 
come acceptable counterparts of } 
woodcuts when, in 1952, Lieber- A \ 
man chose one by James Forsberg b Ze ) i 

for the American exhibition at the Ui) DoW te =a, 
Salzburg Festival and his cardboard ES e SS = 
print, Temple was commissioned by 
the International Graphic Arts So-



| 

eee? 
cBEBG 

an 

BERaESEMaE
 ese 

| 

Printmaking 
i 

é 

ginthe 1950s 189 
; 

Gp in ae gy 

6.17 

ti, RN \\ 

WTS Y CNN 

Leonard Baski 

| Ae 

Fn tn 

| Suey 
woes 

ST ae 

Showmih the om x4] 

eal 

: biti 

TA 
Gs 

Se a ae ey 

| 

as \ Ae 

oo 
oe . the 

TRS 
aa 

oo 

ANCA
: ‘ae 

; 

| Nag N
F 

| 

Ne Sum 
aa \ \ 

N wy So 
oe Meee. S

 cH \\ \ 

f 

RR ia 
ee LAY? 

Spout 

' 

Se ral Wy, 
Ae 

ciety in 1957. Edm 

eee | Nes 
| 

was experimenti 
und Casarella 

i 

i. 
| 

\ ’ NN SS 

‘ 
enting W! h 

| 

ee \ | | \\} 
‘ Ky \ 

prints as earl 
ith paper reli 

| 

| 

Ni ww i \ AN 
Caaf bee dbpley 

and by a 
: 

Ne 
, RAY 

She 
isplay 

Ki 

a 

RS H AY 
he pn anu he Brean 

| 

VRE 
NAS 

m. 
yn 

j 

| 
IH es 74) \Y oe 

| 

he 4) WS che composton id w
ih 

' 

» head 
Oy 

when Cosel can as i 

vi 
ae 

J iY | 
aN 

ae many as eight blocks fi pasted 
j 

| 
iN NS 

ey 
IN 

ites carbons 
“(eines 

. 7 
\ QF if R77

 t ‘HN \ 
punched into the Le Tieeibes were 

| 
We NCS UF = 

Ti as cardb : aces of 

mt SZ AES 

hen 1) 
oard: 

‘ of the 

1 

| 
Ny : 

aN VS
 

cn 
or an ice “oie the points of nai 

| 

iN] N 
\\ N N Cu 

ee pick and up to si nails 
i 

Lyi, 
\ 

5° 
h 

ixty 

j 

i 
ie 

\\ A) \ eZ Wins rs np nse 

My \ 
\ N) fe 

mint pplied during Casarella’ s 
| 

NN 
YW 

pace 
Seas 

; 

Wa \ 
ag | i 

_ “Tf you can ink i 

; 

Ss \ 
Ni! / 

cares a 
ink it, you can print 

i 7) " 

\\ . \\ \ 
see! ~ to Casarella.*

! on
 

We i) 
hE 

seemed timely for adit Pon 
i 

sae 

ANE 

which were th 
itive processes 

ie 

EZ YI 

RY 

tractive pa : le reverse of 
the ee. 

e 

Ad 
Se 

Heke Oo thod of cutting wood ; 
f 

Rf 

a 

. Occasionally 
in the forti 

i 

(ied Hf 

iG i L 
wood. 

ly in the f 

| Ne . hy 

‘ 

t cuts had received 
‘orties 

f 

a | 

Wy, // 
odd lot of materi 

printing of 
an 

i 

Wn 

We Hy 
forward 

rials. From the fifti 
ie 

\ Hh FG 

Ma y 
Mater 

eer more miscell. 
tes 

te 

| ve 
i ee coos 

a Hay 

hia 
texture, were gl » shape, and 

: 

| 

ry MY 

} } 
supports 

to ate ued to a variety of 

& 

\ 

4 

“blocks” 
that an 

the “plates
” or 

i j 

\ 
y 

ings as relief or -re printed with ink- 
be 

Q 
\ 

\ 
or as inkless —

 impressions 
a 

‘ 

AWW 
were printmaki 

sments. They > 
HE 

Uy y N 

\ \ 
lage, the ao

e 
of col- 

ae 

a@ ey LM 

bs 
other disparate 

eo wood, or 
be 

c=) 
y 

86 "9 A 
which had been a

 to canvas 

es 

3 
se (s 

of cues csi requent feannte | 
a 

ey es 
painting.

 “Colla iry avant-gard
e 

ge 

aie 
coined in 1956 raphy 

Deen 

: S 

. 

eos s
etae 

Alps for his 
Pe 

itive “plates”; 
Ec 4 
Ee 

E 
git



pM pos istiset aaa betes ieee seer ReaD Eee ie ee eae Pee ee . 5 z F i A sar 

7 
Es 190 Printmaking in the 1950s 
ee 

hi 
fl 6.18 waz PT GE: oe 5 
= ; Carol Summers i == a. * f 4 
: Dark Vision of Xerxes ° 4 
a4 Color woodcut (1958) 37 x 25 / i 
pe Shown in the retrospective exhibition, Carol + gy) 
a i Summers Woodcuts, at the ADI Gallery ’ s n 

a (San Francisco, 1977). j 3 , “ia 
Ha National Museum of American Art i : ik 
ed (formerly National Collection of Fine \ : ; 
: L Arts), Smithsonian Institution. Gift of the | % i % 

as Woodward Foundation. ea 

LC \ Se ae 5 

i Alps cited it as a printmaking me- % e \ : 
4 dium when he exhibited Collagraph i ‘ ; 
4 No. 12 in the 1958 print annual at “ie P pa i 
oe the Brooklyn Museum.” ; ree i¥ ; § Fy 
q Throughout the 1940s and 1950s oa . | 
Be woodcutters tested their skills in i Res Pe 7 
Le color printing from multiple blocks y is. : Aor 7 * + Fy 

2 and random treatments of sur- a ens A Vee ae nS 
a faces—or supplements of materials ee Fee es 
Fa other than wood—in order to effect ol, re a 
2 a variety of textures. Alfred Sessler’s ‘ aes ‘ a 
ee woodcut of 1957 typified the trend Ad Rh Oth ia ; a 
a when he chose the brilliant colors ‘ 7) ‘ ; Ae a 

BA and subtle texturings that lent luster f ‘ é . ae 
at to the feigned immensity of a micro- f y ie ee 
a scopic Larva (color fig. 9) and its : - 
ae hollowed home. Sessler selected four 2 
a blocks—three of pine and one of 
a masonite—and complemented the 
ay textures of the woody grains with a4 : : 
a others by shaving, scraping, and 
od scratching with razor blades or by _,_ rs 
a4 stipplings with a burin point and a a x 

: dressmaker’s roulette.** In the fifties, tie oa ae ee 
| Sessler and Charles William Smith ee ea] 
a experimented with multicolored | , BA ea roe ‘ 
| prints from only two blocks, a key ; : ee Pe 
Se block for the basic design and a sec- a NRE eee 

i ay ond for colors. Sessler called the 
fl subtractive cuttings and sequential 
Ea printings of colors a “reduction or intaglio printings by Josef Albers _ [the dimensions of] a print. Draw- 
) block” method. Smith used the sec- and by Harold Paris in his Buchen- _ings could be placed beneath the 

4e] ond block as a support for an addi- ald themes which were displayed at _ transparent block and remain clearly 

Bu tive process when he glued card- the Argent Gallery in April 1951. visible . . . [and upon inking]. . . 

Bd board shapes to the uncut surface, By 1954 Arthur Deshaies was dis- one could hold the plate to the light 

ss printed a given color, then removed contented with the end-grain blocks and determine the degree of den- 
a the cardboards and repeated the of wood-engraving because of their _ sity of the ink layer. All of this was 
a procedure. limitations in size and the risks of totally impossible with the end- 
5 : The experiments with “blocks” cracking during printing. “I then be- grained block.”** Deshaies also 
roe other than wood were exemplified gan working in lucite (clear plastic), sought freedom from the rigidities 

| by the paper prints, collagraphs, and and experienced the excitement of of wood-engraving techniques and 
By adoptions of lucite for either relief discovering a means of expanding later adopted untraditional tools, 

Ba } 

yi



ch ee etree on CECE rT TT aes iiesiat) iy ‘ ‘ i ; i f Beetles tis a} 

Printmaking in the 1950s 191 fe 

4 
& 

er | O 
ETN a, RRS rays 4% eth au eR a EO ee ee a” me 2 a 
ORE ROSE NE Lae Seer fe 
PAR SSNs es SESS SS XS SS, i, eS ee ee tig HS Haw i e 

RES NEES SON CS Name errr SS a 

EAR AC SESS RRS acd a B31’ en <lewst) |) { a 

, < S er Pee) Se <A = i ye i Sit ‘ Leg tw s sap 

SS . # AE Moca Paitin, =. Bs | UNERRGY at HEED ers Y. 2 BS ae ‘ y Loe he a aN ey iG : | 
. pte RSS baie A fe wh ae | ee LD ESN oe : ae 

me = . ETE se Sle ANS YY ANS ae i ING) SSNS a 
Wis. =m Ee Pe RNR ose er ae '‘ A give AN NERA RS AS SNES = Se By ye a Be TV KARR NR Se a 

a Pe a LR SV RACERS gee aes eK a 
| x BMS SS ANS SSN Zp ROSS NY an = . WARES ean Rss as Sh Seg \\ Qe ee Oe i Sou zg 

} TYAS ASS eS SaaS; RN TERR Nee Ne OS. ee Reet oe R/S Fee 

OS SE aN Oe i 
SS, Bae eS: > NS =e , " So SENS PPS SS ENS Nie ah 

oa es Pees a ri f Ne vi es Le eo be 
ee eo Say a PAZ a ae a BP din eee y 

a Ze” a fe oe > =a or 4 he oh | oI ¥ pe a ie Va oo ta { ) Ekg i EOS JOR ESA GS Pie mmm Bae : 
hea, A 7 egy tik eRe, “ee ~~ beteatehe NTN Se / = nf 

| ai Oey} [5 oe Bonk 4 vg Me Oe A Rts ESS RE Fpl} > ie 
iSite Ly Me r; = Ly] il oes ets es ; ey iB J Dit A . a 
OE MES ~7 eS Pa eee 3, EE SS A? BS, ie eee ii? Fie ar AN i ba Me « ae Ae \ a ee ann jane Bi Ss Pe 

> ea? i Maas S\N SS RRA: SAG! | a = Spee. 4 is ip Sf’ ¢ si 2 ay ai \ Fy | SN eee P SO \ oN i A a 
‘ fie 4 y . <a 2 a. i Se \ eu | ay y 3 di OF: Bay 

ee res SSSA Ay ( SAWS i 

He 

some power driven. The experi- technical exhibitionism that would 6.19 7 
| ments augmented his expressive become a plague among print- Arthur Deshaies i 

| conceptions and complex composi- makers provoked misgivings as early Te Death That Came for Albert Camus : | 
' tions which were consummated, by _ as 1951 when Carl Zigrosser wrote, Lucite engraving (1960) 192 x 31% a 

: . x : 1) 28 ae 
the end of the decade, in early im- “Many printmakers seem to have an a wy o Eisai bees ae a 
pressions of the Cycle of a Small Sea _ almost excessive interest in tech- Se NEHA Er) ee) a 

: cee: ‘ ; r . Achenbach Foundation for Graphic Arts, uA 
series and by an emotive print, The nique. Is it because they have little Z Has 

che fee e the Fine Arts Museums of San Francisco. ie 
Death That Came for Albert Camus to say, or is it because they, like so- Pe 
(fig. 6.19), created in 1960 soon ciety as a whole, are assailed by con- . 
after the French author died from an fusion and doubt in these turbulent i 
auto accident in Provence. times?” 5° ats 

The mounting exhibition suc- In 1952 Dore Ashton, then the a 
cesses of black-and-white or color most conscientious reviewer of print e 
relief prints—some of astonishingly _ exhibitions and a perceptive com- el 
large dimensions—came as print- mentator on trends in the art, also Be 
makers expanded the range of re- was uneasy about technical tricks i 
sources that wood-engraving, wood- after viewing New Expressions in oes 
cut, or media akin to them offered Fine Printmaking: Ideas, Methods, e 

in consonance with modern artistic | Materials—the exhibition assembled ie 
conceptions. Nonetheless, the prob- by Una Johnson at the Brooklyn a 

\ ings by relief printmakers were Museum. Ashton acknowledged that 2 
j judged to be less extreme than the the display was a revealing survey of ee 

manipulations of intaglio printers contemporary prints and methods Pe 
who were accused of feasting on ex- — which“. . . gives us a chance to a 

ploits while starving their art. The evaluate the extensive experiments of ea 
ez 

ce 

i
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the past 10 years of American print- _ means for their expressive vehicle, old.” Although exceptional influence 

making and to reflect on the ques- while others seem to have fallen into _ on the creative printmaking of the 

tion: do complicated or novel means a kind of lassitude which keeps their _ time should not be ascribed to those 

serve creative ends? In this exhibi- art—and our interest in it—in a organizations, nonetheless, their ac- 

tion, all the cards are on the table. state of rest. . . . gradually the art of _ tivities in support of exhibitions and 

Each spectator can also learn— printmaking in this country seems sales and concerns with the general 

through the work of a dozen artists to have removed itself from the cen- _ welfare of the art contributed to the 

represented—that technical gambits __ ter of interest to the margins.” evidence that American printmaking 

alone are insufficient, that the rare, The judgment of the journals was _ was hardly “in a state of rest.” 

truly creative product makes tech- not shared by those who were ac- Many New York galleries, old and 

nique secondary. In the intaglio sec- _ tively involved with printmaking. new, became eager handlers of 

tion—probably the most controver- _ New national and international prints by “big name” Europeans, 

sial—one finds that methodology exhibitions, annuals and bienni- and the dealers’ promotions identi- 

frequently encumbers expression.”*” _als, were being launched at univer- fied a flood of imports created by 

Then, in 1953, Ashton published sities and cities across the country, Redon, Toulouse-Lautrec, Gauguin, 

notes on the 7th National Print An- _ offering invitational or competi- and other late-nineteenth-century 

nual Exhibition which ended tersely, _ tive opportunities to printmakers French printmakers, as well as 

“no one is satisfied with technical that supplemented those of well- Munch, Kollwitz, and most of the 

novelty any longer.”** Two months _ established exhibitions sponsored by German Expressionists, the contem- 

before, when Lawrence Campbell museums and print societies in poraries Miré, Nesch, and, above 

reviewed the 37th Annual Exhibi- Brooklyn, New York, Philadelphia, all, Picasso prints in abundance. On 

tion of the Society of American Chicago, Washington, Wichita, the other hand, the Weyhe, Ken- 

Graphic Artists—on display at the Seattle, and San Francisco.°! nedy, Grace Borgenicht, Bertha | 

galleries of Kennedy and Com- Until Art News dropped “The Schaefer, and National Serigraph 

pany—Campbell criticized both Print Collector” as a monthly fea- Society-Meltzer galleries continued 

conservative and modern print- ture in 1957, Irvin Haas constantly _ to be faithful sponsors of contempo- 

makers for an infatuation with tech- reviewed current exhibitions and rary American printmaking, while a 

nique. “Most printmakers continue _ listed newly available prints by scatter of others offered one-man or 

to be obsessed with craftsmanship. Americans. Moreover, Haas had group shows from time to time. The 

One can take this from John Taylor commended the graphic workshop Contemporaries gallery, new and 

Arms who has more craft than any- — which Margaret Lowengrund pro- limited in resources, was opened by 

one else, but has something to say. moted in conjunction with The the lithographer Margaret Lowen- 

It is hard to take from most of the Contemporaries gallery, praised the —_ grund in 1951. From then until 

others, who, modern or conserva- Creative Graphic Workshop guided 1956 when an alliance was made 

tive, appear alike absorbed with by the lithographer and printer with the Pratt Institute to form the 

tricks and utterly meaningless if Robert Blackburn and, as early as Pratt-Contemporaries Graphic Art 

mystifying effects.” °° 1950, had called for more work- Center, Lowengrund dedicated her 

In the latter half of the fifties the shops with subventions from mu- gallery to the exhibiting of recent 

major art journals reduced their seums, libraries, art schools, or American prints. Some were by 

coverage of American printmaking, colleges.” And throughout the printmakers who had become well 

favoring international news and fifties many new printmaking pro- publicized by the early fifties or in 

lengthy articles on the flamboyant grams and workshops were initiated — the decade before—Albers, Barnet, 

and subjective features of Abstract at universities and art schools, espe- Baskin, Minna Citron, Day, Drewes, 

Expressionist painting or large non- _ cially from north to south in mid- Eichenberg, Fuller, Margo, Moy, 

objective constructions in sculpture. | America and along the Pacific Coast. Gabor Peterdi, Racz, Schanker, 

Arts summarized the gradual decline In 1951 the International Graphic Schrag, Seligmann, John von Wicht, 

of editorial interest in printmaking Arts Society was formed as “anon- —_ and Yunkers. Others, soon to gain 

in 1959: “Although the modern tra- _ profit membership organization for _ national recognition, were Casarella, 

dition has been rich with achieve- the creation and distribution of in- Colescott, Sister Mary Corita 

ments in the art of printmaking, ternational contemporary works of (Kent), Lee Chesney, Michael Ponce 

lately there has been a certain falling graphic art... .” The Print Council de Leon, Deshaies, Leonard Ed- 

off of interest—a lowering of aes- of America was incorporated in mondson, Meeker, Danny Pierce, 

thetic temperature . . . Some nota- 1956 with a mission of “fostering Summers, Peter Takal, Sylvia Wald, 

ble personalities in the field have the creation, dissemination, and ap- and June Wayne. 

defected entirely, turning to other preciation of fine prints, new and Loose alliances of printmakers
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continued in the fifties and some of _ seum Peterdi displayed Apocalypse 6.20 
the participants in the exhibiting (1952—fig. 6.20) and Germina- Gabor Peterdi 
groups of the forties—The Graphic tion I (1951—fig. 6.21), two among Apocalypse : . 

| Circle, Vanguard, and The Print- his many images on themes of The EOS EVIDE | etching/soft-ground (1952) 
| makers—became members of the Fight for Survival and The Triumph - - car See 

14 Painter-Printmakers. Barnet, of Life. Shortly after their creation— CH ee eG 
] ? 5 Printmakers, at the Brooklyn Museum 

Drewes, Fuller, Margo, Moy, when the Grace Borgenicht Gallery (1955) : 
Schanker, and Seligmann were staged a one-man show in 1952— Ane Te of Chicago. Gift of Mr. and 

| joined by Citron, Day, Perle Fine, Peterdi recalled that, “The uncer- Mrs. Henry C. Woods. 
Jan Gelb, Alice Trumbull Mason, tainties of our century forced me to : 

Schrag, von Wicht, and Peterdi express them [the prevalence of irra- 

when the fourteen exhibited prints tional violences] as they burst into 
and paintings at the Stable Gallery futile and horrible action. But I be- 
in 1953 and the Kraushaar Gal- lieve in life, and it is this faith which 

leries in 1954 and 1957. Mean- now compels me to express the cre- 

while, in 1955, the Brooklyn ative force of nature as a symbol of 

Museum sponsored them in an ex- the triumph of life over destruc- 
hibition, 14 Painter-Printmakers, tion.” Apocalypse bore residual ele- 
which prompted the curators to de- _ ments of the surrealistic visions, 

clare that the tradition of peintre- stark and terrifying, that were recur- 

graveur was still strong in France ring conceptions in his work from 
and followed willingly by contem- the time of his introduction to 
porary American artists.°* printmaking at Hayter’s Paris Atelier 

In the exhibition of 14 Painter- 17 in 1933 to the Black Bull port- 
Printmakers at the Brooklyn Mu- folio published in 1939 by Jeanne
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a 6.21 Bucher Editions shortly before ideas for Peterdi and visions of na- 

a Gabor Peterdi Peterdi followed other artist-émigrés ture in fragments or landscapes, 

ri Germination I : 7 to America. with latent or dynamic forces of 

al ey i a Peterdi’s Germination I was rocks, plants, forests, seas, and the 

a colors (1951) 197% x 237% among the prints that comprised drama of seasons, permeated his 

Be Shown in the retrospective exhibition, Gabor . : . : . 

aaa : s ‘i : The Triumph of Life series and acon- prints and sometimes were assigned 

a Peterdi: Forty-Five Years of Printmaking, sat tal re 1 A hore titles The land aa 

pal se the Nisional Museum of Armerinen Are ceptual countertype to Apocalypse. metaphoric titles. The landscape Ca- 

ee (1979). patterned cross section of laminated —_ thedral (fig. 6.22) was chosen for 

Pa Courtesy of Associated American Artists. soils where seeds burst open with American Prints Today / 1959, the | 

cE eccentric shapes to pierce the earth first exhibition assembled by the 

ce above, it was a prototype for Spawn- Print Council of America; this ex- 

et ing I commissioned by the Interna- hibition was displayed, almost si- 

By tional Graphic Arts Society (1952).  multaneously from coast to coast, in 4 nal Graphic Arts Society (1952). multancous 
oe Akin in composition and symbolic sixteen major museums.* 

Be meaning—and as an intaglio with In late 1959 Peterdi received 

ay ‘ s 8 E 

oa stenciled colors—Spawning II de- other rewards which had connota- 

oe scribed the genesis of life in aliquid __ tions beyond his personal successes. 

Ee i microcosm. Birth, growth, death, At the time, most museums did not 

: a and resurrection were stimulating chance one-man shows of contem- 

a 
a 

iii
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: porary American printmakers dur- his architectural pictorials with a se- _ initiate the printmaking workshop 
ing the early or middle stages of verity of design that became extreme at the University of Colorado- 
their careers; the Art Institute of in 1950. Stairway Hall (fig. 6.23), Boulder.* Pozzatti repeated the fa- 
Chicago and the Brooklyn Museum _ with an exaggerated foreshortening _miliar pattern that had evolved in 
were exceptions. So the Brooklyn of the interior of the old Delmonico __ the late forties and early fifties when 

! presentation of a retrospective Hotel where Landeck had a studio, _ he became head of the graphic pro- 
exhibition, Gabor Peterdi: Twenty- _ turned out to be one of his most gram at the University of Nebraska, 

i Five Years of His Prints: 1934— celebrated prints. It was awarded the and then at Indiana where he re- 
P 1959 was a precedent. In Novem- John Taylor Arms Memorial Prize placed Arthur Deshaies, who re- 

ber, from a jury of selection and in the 39th Annual Exhibition of turned to New York as a member of 
awards composed of the print cura- _ the Society of American Graphic the staff at the newly formed Pratt- 
tors A. Hyatt Mayor, Una Johnson, Artists at the Metropolitan Museum Contemporaries Graphic Art Center. 
and William Collins, Triumph of the (1955) and described as “. . . the In contrast to the meticulous ren- 

"| Weed received “. . . the largest award most brilliantly achieved work on derings of John Taylor Arms who 
in the history of printmaking . . .” view. . . .”° Surely such accolades was the aging doyen of architectural 

| —the $2,500 first prize of the Asso- _ encouraged its selection when a etchers, Pozzatti’s preference for 
ciated American Artists 25th Anni- group of prints from the SAGA an- _semiabstract draftsmanship was ap- 

‘ versary National Fine Print Com- nual were shown at the galleries of parent by 1952 in the freely handled 
5 petition which Sylvan Cole, Jr., Kennedy and Company later in the _ engraving of the Florentine Duomo, 

arranged as part of the gallery’s year.” Despite the flourishing of ab- a print selected for the exhibition of 
celebration. stract prints, large intaglios compris- Young American Printmakers under 

A decade after Hayter published ing a suite of The Four Seasons bya thirty-five at the Museum of Mod- 
his volume on New Ways of Graveur _ much younger printmaker, Moishe ern Art in 1953. At Nebraska, Poz- 
in 1949 and the year following the Smith, confirmed the efficacy of lush atti had ventured into woodcutting, 
issue of Printmaking Today by Jules landscapes when superbly etched, which he frequently chose as an al- 

4 Heller, Peterdi completed Printmak- a judgment shared by the jurors of _ ternative to intaglios. In 1954 Poz- 
ing: Methods Old and New, in 1959. _ the Print Council of America when _zatti created the large relief of a 

. All three workshop treatises con- they selected Summer and Winter Grasshopper (fig. 6.25)—impressively 
: i firmed the growing preoccupation (fig. 6.24) for the exhibition of filling the 3-foot-long format—a 
i with technique. American Prints Today / 1959. woodcut which received a Purchase 

Moreover, the mounting number Moishe Smith, who had studied Prize at the 27th International Ex- 
of technical innovations, or com- with Lasansky, was one of many hibition of Northwest Printmakers 
binations of all sorts of materials members of a younger generation of _ and became his most-sought-after 

} and methods, in prints that were printmakers, born in the twenties, print by museums and collectors. 
being submitted to national and re- — who worked at Iowa City, at Hay- During a second visit to Italy, the 
gional exhibitions led the old league __ ter’s Atelier 17, or workshops simi- native land of his parents, Pozzatti 

of etchers, gravers, lithographers, lar to that organized by Peterdi at engraved an even more abstract and 

| and woodcutters to include more the Brooklyn Museum where Casa- _untectonic architectural print than 
media once again; the broader can- rella, Rogalski, Ponce de Léon, and __ the Florentine Duomo when he cre- 

opy of membership was renamed others developed a taste for intaglio ated Venetian Domes (fig. 6.26), 
the Society of American Graphic printmaking. The younger print- a cathedral caprice based on San 
Artists (SAGA) in 1951. The variety makers were the direct beneficiaries | Marco (1955). It was included in an 
of intaglio prints created in the of the modern developments in in- _ exhibition of all of his prints when 
fifties—whether experimental or taglio conceptions and techniques the Print Club of Cleveland spon- 
conventional and by young or old and, in turn, wove a larger web of sored a one-man show of the young 
printmakers—satisfied the differing workshops when they set forth as artist at the Cleveland Museum of 
preferences of jury members, cura- printmaker-teachers. As a student, Art and, concurrently, commis- y 

tors, dealers, and collectors. Rudy Pozzatti was impressed by the _ sioned an edition of Palazzo, Flor- 
John Taylor Arms’s last etchings landmark exhibition of Lasansky ence, his color intaglio from three 

were charming and impeccably and colleagues, A New Direction in _ plates, as the Presentation Print of 

crafted. They evoked a veneration Intaglio, when it was displayed at the club for 1955.° 

equal to that for his earlier prints. the Colorado Springs Fine Arts Modern conceptions and techni- 
Armin Landeck, after working with Center in 1949. Pozzatti later chose _cal testings, which were the endow- 
engraving at Atelier 17 in 1947, to work with one of the exhibitors, ments of the experimental work- 
modified the conservative features of | Wendell Black, who left Iowa to shops of the forties, were bequeathed



196 Pri rintmaking i 

g in the 1950s 

rap ee
 

SUN Re 24 T
RU 

FNS 
Hi ee

 
RgRe ING, 

+ ese AU gS EN Aang 3 5 Aes 
eas 

2 Ae 
ee Ge 

FRE FN 

Pee 
i Se CN sae ale 

re 

aX? VS Bh ace oes a ile sae SHO MENS A ea tome ae aaa t ih erst edi eS ae aaa 

eH aSONY eed Rae, 
hy Moe SSN 

RRs ae at a hie: ean hes Ne ich be BA eg 

-ESR8 SAS
 ae pe 

Reg phe Cee 
& Me te 

Gah Rh go2ig Ese See Soe a o> ete 
on, 

aoe Ge Bees A roe Sau 
ee orem 

SA e ae ys 
eet Res Sep be 

Br aie Mii Ea Analg 
Bes it 

SS 
SEs 

Siete Tea HY Le Se art Sel 
Fara hab, Bai Set Comins 

vaGe Bs ahh fe! 

ie ee i tae 
as ay 

ONS rs 
Were eee , eo 

ce Ra eas Bia 
Gia 

TOK a Ons 
pa coe Bry rei onaes veoash eats sy Seema, 

ole: 

ES eG ee» get 
A Sour enn, ies ae OPS be Me 

soe
 

ey Bie 
ne Rani 

Baers a
 aay RAEN Ss ati 

| 

SES: 
er 

Bae, 
So AN 

ha es sea ey esa 

Fontan 
aS ane Me M64 Say pria

te A E- LR 
eae NaN pga ek 

SOBRE | 
Se 

Sees 
NG Pate a ae Ls ie AS Saar

 
eR! Hid at) 

BPS ye fay Aaa 

BSS SAR Ree he pee” 
BO SA 

heat iy a es ag ies ae oe eee 

BO AY 
ARNG 

MAF 
WERE 

e SEL ae 
ese ganar 

SS Sea
t 

mY * a 
: Sg Le 

RS Pa Oe.
 erat : Sy ie Lae Re 

iee £44 
HAN: ples 

RASS 
eS Sea RED UR 

es note RAS ORO SAP eo ae 
A co ate 

Reni ces hn caer 
Peake 

Ses Soop Sa 
Roar 
ae 

as 
Kate Pes 

eR as ea, 

Seu 
ue 

Rusia pet
e AN 

co Soe 
By eae eee Oa

 ae 

LOWE Nae 
es sae ae 

tee 
ON AN ret hea eras og aR 

a a oe 

is Bete 
peter Tee 

EN ae Set <4 td ieee 
RS 

RSA Bury ie Sane re
s ae age 

OE Se 
cane anv EER SWS Looe wy WE fey ii 8 ee gure 

aes Sah ES Ce Mae Teer 
ase 

| ee
e 

te ee 
NCE Gt bitah eae Be 

et 

ane a etic NONE ae Cae 
Sree rat iets 

heer LN 
betes Sy Th Reh Serene 

Nee eS ae TORRENS 

i tO 
aes SOc 

alam eeu ed 
ANGE TONE esidg eee 

NE Ae 
oes ta yO 

ae We Or en 
as ROE

 ae eR 
Br ee eN eee 

iy; 
a 

i 
te nt 

(i 

OG ae ee S
S he RC YIe Se fee De aay Neg eee RPE ESS 

E 

Bk a
 ae 

Oa 
RR 

peu naa sent 
Boer E 

RAY Ph shige 
ree Renae NG A PN 

A Ne eae: i 
a Bee pays ARE 

es ete
 a Ae Ae AP Hate hu: SA ean Soe ees L

ae Ne. oe ae fen 

Ue
 

SRR 
ah a 

we ne, Ae: 
aR 

Leek 

Cae saan Rte 
HeLa Crain sabe 

Mey Shen eee Ser 

ae ue 
ae wy BS aero ESN hoe Aer 

Cee noe ae 
ES 

E 

Pie 
aCe 

(Souter 
Ne Ne aS REAP a tana 5 Cees :| 

S RS ee
 

egal Mes iat 
aes Si Pa er ree en SO ad Soe 

ae Se 
AO PE Cny phe rae te 

ene Re paren 
wack 

a etna 
ee PL oaees 

. ee AS ERAS ae 2 Ren ate 

ae 
ee 

Weds Shee Secs ia 
Pan PRS Se eye 

I 

eR Ves at eres 
as CEES AAT

EC 
Reser h eee SA 1 Oe 

f 

SOUT 
Re 

Ne 
re ON AS SERIES 

SS PEMA ot 
oi Ree esa 

ee 
i 

Pa 
yee PERN 

eee neon MEGA 
SS FN os te 

Rr oeet: 
NAN b eee OUR 

ee cs SPECS CANN
 ‘ RES Mela. J EAE ate Cy 

PER 
ea PSS 

te SRC 
eT puting 

Tee La OES 
OM eet | 

Rake sen 
sR RE Ria Seu 

ene 
tena tn SONA ae p

e 
ieee 

Rae 
Nae Se rtr eee 

ah tea 
na 

Nepce S Nea 
A pee e eatk BG AN aes 

ss RCN AAS BALAN 
4 SSE ae elt. c apts v Ras rem 

Risaeae 
os pe Weds 

AS ey LOI 
cane 

SANs Aus ae Ni 
SNC 

eee: eae dO le CS 

Cera ANY RANA RSACUR 
NENG unany Rte Ucn oss Ales SUC Nee 

REEL ee 4 WAY ipa 

SUS er 
age oe 

Ries 
eee cC ern Re rie 

ZO COS 
VS ree ee aayirete Deas ieulis 

aR AP aCe rae oe Pa i 

Bash ASO A ASS 
Ar 

1b EUSA ig Sy SHEN Reg 
CH Ae eS Seite, EEA

 

eas 
ON ees 

By es 
Fae RMS 

1 oe Zan
 

SERS OS 
SN 

eRe 
‘ 

a Tere ine an ae: dasa os en ake eS 
SSO 

PON 
nia 

aa Cae 
ee EN 

SSN 
ere eR Y rere Racers ha CON NaN As Sas Ruste 

NS eae 

sty) RA 
ORG 

a AR 
re] Ree agen 

CU 
bf SYS a Ue Ley Penegtny 

Sean 

EQINKE MS Nctigc on IGE aa Ti oo Dara Be oie a Led btn 
Ss eae 

PRS RE RU 
ae ae SERENA 

Wes kd oer. ea REA Sy 

SRS \ % BARS AU Saiyan eee
 Sy: Rinipacse h Ege AR ae ar 

ARNG 
REO 

Re 
a aay nee Yr NAAN: 

ARAMAIC 
BS eC ON 

RRS Mahe tod Sg 

Cae 
AN AN Sten Rei Bh aac nee Dae ce Bales M ee RS MARR 

SS SO, S NOS 
A Sia rest a Ne Auk (OSS NO] 

rs ay bY PEA ER
S AR

S a 

SEN ch Re 
fre hone 

ee 
PAAR SS

A 

FOR 
Fa ait) Hos

ta 
Pace ele tRNA 

pute Ri hakcoas 
BNE 

RY N24 SRR 
RAN 

os 

Gere y
n 

SANA Nie APE pel Nae i MgO 
HN 

"| Weel OAS 
a s) 

rH SN Ay WARY Na
e RGN 

Parent eres’ B
s ROUT 

A ie aa PLAS INO 
aS 

SN 
ae Upp cg te ants eae Rens, Hi Ne SOUL rea 

(a 

aN MN 
ge Pai ane Maeae yen See fete 

Late Waa 

Re ih NES 
Sie ts RCE ete

 yee) Wo
nt 

| Nae 

PORN ul Mio and ee DH aren ai Paes ey Ne
 

ene 

OS 
sae Piety ER Paes) 

IH {Sh aa 
ANN, 

hea BESS anes =| 

ie SENT AG ata Med Ne ee! Bay 
sires EE es PTT, Soh\ LINES? oh Rare uae Weeagis a 

OR RN 
Bi arn a aN Pave Ta) Prema 

\ He it? Jie Presi: Si v i | 

ah Na
 A dene ihe el Tae 

ax i Wh
e 

‘| 

SAAR ca) VAC eet HAAS races earn 
Cane ISU a ty EA et yeps 

Sa om AW MAL ae 
OS. hee ay Phe 

HME EN 
oy 

Ne VALE at) RAD eciei Tae 
WY deo 

icon ea 
at. 

AOE 
A HR 

es ese aye Re RL fi Ps ap CY 
A Nae 

PN a 
mA CHa nae Fe Eat erat IA Rea 

wiih foal Lei
a 

a haptey 

1 Se 
POT NEL Set Ye

e Dae Pe a 
Ri AM 

OR eMaL Wiee Nea ey 
a ve a eee 

Range 
SN UM AGRON atone aan | iin as red) 

HBR! 
News A ant Ak Dea PD 

ONG 
PRUNE AIR 

HEEL TG RS RAE} 
Ce Sa 

ae AM ae 

we ANE NET PO Ale say 
Res OR 

WEES E BE va iy lh oa NA 
Anes 

Va a Bed ae pe ae ten Bes Fins in 
ye Hie is he Ty 

Hoey Cena 

AIRROR WEARS 
hae aie vs 1a aNd estate Pa ee

 MAY Fat Make 
Ps ss a 

WV 

Wee TN 
i4 GN ot hanpisea pr ee pe 

: ANS 
qj NY v apy 

Qi Ste Aan: 
BAKE Men a AT) Aa) anak | aN hy ic aaa i

nc Ai a) DSN We
 

NE 
41) etal} 

PA) 
J OP ESaIM Fiam 2 a , BUA Oe 

ae i ee 9 
Dae 

VG c 

‘dlahs Sy 
i Pi ae 

oa eee fh de He] 
Aa! iG 

ae : Se 7 A 
Hh A UNM E SN 

Ae AB TONES 
PR ys eine AH AW, 

12 

S Sa 
AT wi 

CME 
Hea 

Retin) 
Soa Mi Ry Aid 

= 

5 PASH ula neon fe Rea fa RR Wis SLi Ay AGRA 12 1 

bliin” 
2 MiSs 

bp: ‘s BY lett es ALA \ ae ee i) i 
| 

ee PETA ES Mey oe Ui it a o 

fleece d 
ANN VN 

HNO Ura i 

MASSA 
Yee 

BAe? 

AEE Tae 
A 

|



ea 

a 
Printmaking in the 1950s 197 a 

a 
ie 

a 

Saw Sa NN 77 6.23 Ee 
RSS SS \\ Ms rs a) \ aN Hy Dy Armin Landeck ee 
No i) on a 

SSS WSS RU ON Ne Mae y\\ iW | i | Hy) Engraving/drypoint (1950) 117% x 14% ee 
SSRN SSS SAN Nee ON i \ | i ily Yj), Shown in the 5th National Print Annual 2 i Uy) eine brain tren i 
= So at SS RH Ai, Ms ‘i | iB yy (1951) . Awarded the John Taylor Arms 4 
eS. = SEK Rx 4 ys Opus | vit i Wi %, Memorial Prize at the 39th Annual Ex- i i 

: Q SS . Beata ar aa \ Mi | pps, ibition of the Society of American Graphic ss 
So eh enn partis (2259). ee i 
ay SS u Ae vy veljem Museum of Art. Mark ani @ 
— : — — Neswaggen: if Hf 4 i A roe Ingraham Fund. & 

ae [ i ae M EAI Opposite: i ae pe | ae Hees Pie) 6.22 Re 
ping eh = i i fe] Pied fe) Gabor Peterdi 

ae nea po Ag ae bh ee Es i Etching/engraving (1958) \ : 
a ag Le Palrcecamecy | | ea MEER 31716 x 22'%i6 E 

ia oe i A 4 if] ) an MEAN 4 Mi) Shown in American Prints Today/1959, g 
ra we Panay ii i Nh | i) Kt the exhibition sponsored by the Print Coun- i 

: ae a J, A / y i { cil of America and displayed at sixteen ma- E 
é a Wi. a | fh oH M4 jor museums, and Prints and Drawings by at 

Pa Mae |) My BeeneeiEs, § Gabor Peterdi, at the Cleveland Museum of * 
ce a LA, Art (1902). i: 

National Museum of American Art g 
(formerly National Collection of Fine is 

to younger printmakers who, in their artistic finesse, and“. . . didn’t A715), Smithsonian Institution. Lent by the EB 
turn, shared the inheritance. Among seem to fulfill anything any more.” 97%? ie 
the recipients of the legacies were After 1954 he turned to the creation Be 
Lee Chesney and John Paul Jones of ephemeral images of the human ate) tka I ace j ie 
who then became donors of new figure in visions that seemed to bear Page 198: is } : Bee : ge 198: ideas and methods as printmaker- a kinship to the revelations of the 6.24 ie 
teachers at the University of Illinois _ invisible in the lithographic suites Moishe Smith oe 
and the University of California, of Odilon Redon. Annunciation The Four Seasons —Winter g 
Los Angeles. In 1949 Jones had (1959—fig. 6.28), wherein a disen- _Intaglio (1958) 24 x 34% : 
been an exhibitor with Lasansky in gaged head floats beside the en- Shown in American Prints Today!1959, & 
A New Direction in Intaglio and throned figure and an aquatic beast —_the exhibition sponsored by the Print Coun- fe 
chose as his display two variations emerges from the black shadow ail of America and displayed at sixteen a 
on an abstraction, Svill Life No.2, in _ near her feet, were among the in- (IL Alaa, ! a 
which dark, muted shapes in an vocations of strange imagery that Elveljem Museum of Art. Gift of the Class a 
aquatint background served as foils — marked his later works. In an exhibi- 280: fi 
for a bright overlay of geometric tion of 1963, the Brooklyn Mu- ae 
and interpenetrating patterns. The seum, with a grant from the Ford 6.25 zB 
intaglio complexities and conceptual Foundation, chose the work of Rudy Pozzatti tee 
features of the prints prefigured Jones for another of its retrospec- Grasshopper ee 
Boundary (fig. 6.27) of 1951, for tives of modern American print- Woodcut (1954) 16% x 36 ae 
which Jones received awards at the makers in midcareer.”! Awarded a Purchase Prize at the 27th In- pa epee . ternational Exhibition of Northwest Print- ies annual exhibitions of the Brooklyn Lee Chesney was another fledging a we 
Museum, Bradley University, and rintmaker who must have been Dy Se) en are dena, ee > y ty, eats . Mention in the 152nd Annual Exhibition Be 
the Northwest Printmakers. Al- exhilarated by participation with of Watercolors, Drawings and Prints, at a 
though his skillful ordering of non- _Lasansky in A New Direction in In- jy, Pennsylvania Academy of the Fine Arts ie 
objective forms exemplified another _taglio in 1949 and the acceptance of (Philadelphia, 1957). Bee 
kind of stylistic taste that expanded his prints by the Brooklyn Museum Seattle Art Museum. Gift of the Northwest Ve 
the variety current at the time, Jones _ for display in its national print an- —_—Printmakers. ae 
soon concluded that “. . . these nuals at the turn of the decade. Un- Ee 
things became sterile . . .” despite like the early preference of Jones for ea 
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Bags oat prs te | 

os aa 17 
f eck my oe ha aS Garo Antreasian Le eer. FM A ae, bd 2 ye ; a Siig fe , heh. Fragments 
| . ; ey uae | he A suite of twelve lithographs plus title 

J er ae J bl ‘S bom page and colophon (1960-1961). i 
Title Page ’ 

vee | poe eee Sie a Color lithograph (1961) 18% x 15% | 

| hae fed Pi ef Fragment (B) ; 
i es SE 3 2 ; Lithograph (1960) 17% x 14% I 

’ es tA ‘ | 
“a g io Fae / F Pe Colophon ' 
“ee ob F 7 f é Color lithograph (1961) 18% x 141% | 

| he} a ee | i= “FRAGMENTS, a suite of twelve litho- Be 
pies Ui eae ee es graphs plus title page and colophon, was cP 

ie eee se Be ed Fi 4 handprinted by the artist at Tamarind el 
} j y i pee fj eye pe id “thee Lithography Workshop, Los Angeles. The = 
| } ey neyo a # Ai edition consists of twelve numbered impres- a 

ia vane 4 j a sions on Rives BFK paper. Some Trial, Art- 
\ i = iG y it j a 3 3 ist and State Proofs exist and are recorded Bp 

bes ~ te ve , ie Me i at Tamarind. All stones and zinc plates | 

uy ae a , Stile Bee a4 have been effaced. fe 

a bis dae - i m i Fs eer The binding is by Schuberth Bindery, San i 
= Francisco. | 

This is number 6. Beol 

s/ Garo Z. Antreasian °61” pies 
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Py Sam Francis 

Gy Untitled 

ca Color lithograph (1963) 22 x 30 
a . Printed by Irwin Hollander at the 

ial Tamarind Lithography Workshop. 
ae Shown in the exhibition, American Graphic 

ps Workshops: 1968, at the Cincinnati Art 

a Museum (1968). 
ey University Art Museum, University of New 

ae Mexico. Collection of the Tamarind 

es Institute. 
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19 fe 
June Wayne fee 
At Last a Thousand IT i 

Color lithograph (1965) 25 x 35 5 
Printed by Jurgen Fischer at the Tamarind Be 
Lithography Workshop. Ge 

Shown in the exhibition, Tamarind: | = 

Homage to Lithography, at the Museum of ees 
Modern Art (1969), and the retrospective Be 

exhibition, Los Angeles Prints: 1883 — fe 

1980, at the Los Angeles County Museum ee 
of Art (1980). 2 
University Art Museum, University of New i 
Mexico. Collection of the Tamarind eee 
Institute. ee 
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21 
Roy Lichtenstein 

| Cathedral # 4 : 
Color lithograph (1969) 48 x 324% | 

© Gemini G.E.L. | 

Shown in the exhibition, Technics and Cre- : 

ativity I Gemini G.E.L., at the Museum 

of Modern Art (1971), and in the retro- 

spective exhibition, American Prints 

1960-1980, at the Milwaukee Art Mu- mes 

seum (1982). | 

Elvehjem Museum of Art. Anonymous | a 

Fund. ee 
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22 
Claes Oldenberg 
Profile Airflow—Test Mold, Front End 
Color silkscreen/cast polyurethane/ 
Plexiglas/welded aluminum frame 
(1968-1972) 15% x 18% 
© Gemini G.E.L. 
Shown in the exhibition, Claes Oldenberg 
Recent Prints, at M. Knoedler & Com- 

pany (1973). 

Elvehjem Museum of Art. Charles E. 
Merrill Trust Fund.
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23 i 
Robert Rauschenberg | 
Cardbird, IT | 

Silkscreen-printed “dimensional object” | 

. (1971) 542 x 33% 
© Gemini G.E.L. 
Shown at Castelli Graphics (1971) and in 
the retrospective exhibition, American 

Prints 1960-1980, at the Milwaukee Art 

Museum (1982). ' 

Milwaukee Art Museum. Gertrude 
Nunnemacher Schuchardt Fund. i
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Roy Lichtenstein 

CRAK! NOW, MES PETITS . .. pour 

LA FRANCE! 

Color lithograph (1964) 18% x 26% ; 
Printed by Total Color, New York. 

Published by the Leo Castelli Gallery. 
Shown in the retrospective exhibition, 

American Prints 1960-1980, at the Mil- 

waukee Art Museum (1982). 

Milwaukee Art Museum. Gift of Quad/ 

Graphics, Inc., with National Endowment 
Sor the Arts Matching Funds.
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25 
Andy Warhol 
Marilyn Monroe 
Color silkscreen (1967) 36 x 36 
Printed by Factory Editions. Published by 
Brooke Alexander, Inc. 
Elvehjem Museum of Art. Robert Gale 
Doyon Fund and Harold F. Bishop Fund.
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; Tom Wesselmann 

: Great American Nude 

Color silkscreen (1969) 167 x 23 

Hi Printed by the Chiron Screen Print 
Company, New York. 
Shown in the retrospective exhibition, 
Americans at Home and Abroad: Graphic 

: Arts, 1855-1975, at the Elvehjem Mu- 

seum of Art (1976). 

Elvehjem Museum of Art.
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Edward Ruscha (ee 
Mocha Standard ne 
Color silkscreen (1969) 19%6 x 37 ce 
Printed and published by Cirrus Editions, tee 
Los Angeles. fae 
Shown in the retrospective exhibition, Silk- wey 
screen: History of a Medium, at the Phila- Pe 
delphia Museum of Art (1971). bad 

; Elvehjem Museum of Art. Anonymous Bed 
Fund Purchase. ps 

ag 
a
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28 
Allan D’Arcangelo 
Landscape No. 3 
Color silkscreen (1965) 39% x 29!%/6 
Published in the portfolio, 11 Pop Artists, 
III, by Original Editions, New York. 

Shown in the touring exhibition, POP and 
OP, assembled by the American Federation 
of Arts (1966), and the retrospective ex- 

hibition, American Prints 1960-1980, at | 
the Milwaukee Art Museum (1982). 

Milwaukee Art Museum. Gift of Dr. and 

Mrs. Christopher Graf. |
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!) James Rosenquist 

\ Cold Light 
i Color lithograph (1971) 222 x 30¥s 

Printed by Charles Ringness at the 
Graphicstudio, University of South Florida, 

Tampa. Published by Castelli Graphics. 

] Shown in the exhibition, James Rosenquist, 

at the Whitney Museum of American Art 

(1972), and in the retrospective exhibition, 

| 30 Years of American Printmaking, at the 

Brooklyn Museum (1976). 

Elvehjem Museum of Art. Charles E. 

Merrill Trust Fund.
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Clayton Pond Richard Anuszkiewicz 

, The Kitchen in My Studio on Broome Eternity, from the Inward Eye suite 
i Street Color silkscreen (1970) 25% x 19%6 

! Color silkscreen (1971) 38 x 28Y%6 Printed by Domberger KG, Bonlanden bei 

5 Shown in the exhibition, Clayton Pond | Stuttgart. Published, as a livre dartiste 
i Prints, at the Madison Art Center (1972). with words by William Blake, by the 

Elvehjem Museum of Art. Edna G. Dyar Aquarius Press of the Ferdinand Roten | 

Fund. Galleries, Baltimore. 
: Shown in the exhibition, Anuszkiewicz 

i Prints, at the University Art Galleries, 
; Florida State University (Tallahassee, ] 

: 1981). 
Elvehjem Museum of Art. Gift of David C. 

Ruttenberg. 

;
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Robert Cottingham 
Fox 

Color lithograph (1973) 20% x 20! 
Printed and published by Landfall Press. | 
Elvehjem Museum of Art. Anonymous 
Fund Purchase. |
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ary ee a SAE Rudy Pozzatti 
QS iit) y\ anes ame \, . “Venetian Domes 
\we | ee” — — Ora cy Engraving (1955) 19% x 15% 

Sd a Ls Fa = a AN Shown in the exhibition, Work of Rudy 
nee £ Fra Ee RNA 2h a = Pozzatti, at the Cleveland Museum of Art 

(AY. eA 4 TR AROS” iw ‘ (1955), and in the 3rd Biennial Invita- 
a ; ge rigs a ie (f IN, tional Exhibition of Recent American 

S He Jb Ag i Ys ghey | deh Pl Prints, at the University of Ilinois, Cham- 
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geometric abstractions, Chesney 17.” Meanwhile, Pierced and Beset 

conjured up a surrealistic blend was chosen for American Water- 
of contexture and images when colors, Drawings and Prints at the 

he composed Pierced and Beset (fig. Metropolitan Museum of Art in 
6.29) in 1952. The color intag- 1952 and shown in the timely ré- 

lio enjoyed the widest exposure of sumé of works by Young American 
any impression by a young print- Printmakers at the Museum of 
maker in 1952 and 1953. Awards Modern Art in 1953. 
came from the third annual at As the younger printmakers 
Bradley University and the 2nd swarmed from the new workshops 
National Print Exhibition at the in search of professional standing 
University of Southern California. through exhibitions and awards, 3 
Chesney also received the top prize _ their immediate predecessors as con- 
in the 13th Annual Exhibition of temporary “old masters”—Hayter, 
Etching at The Print Club of Phila- _ Lasansky, Peterdi, and colleagues— 
delphia from a distinguished jury were displaying recent works in 
composed of the curator Carl Zi- competitive, invitational, or one- 

grosser, the critic Dore Ashton, man shows. Some who had worked 

and the artist Theodore Brenson, an _ with Hayter joined former or cur- 
“alumnus” of the New York Atelier rent printmakers at Atelier 17 in an
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oe Bea pare oy =:  § 
John Paul Jones ek ae Soc 

Boundary Pitts | <a 
Etching/engraving/soft-ground/aquatint ot At Sea F 

(1951) 28% x 22% Cee monty orl 
Awarded a Purchase Prize at the 23rd An- se qr 4 
nual Exhibition of Northwest Printmakers Ske : | 4 ual 
(Seattle, 1951) and awards at the 2nd An- ce | , 4 y a 

nual Bradley University National Exhibi- f : po Te ; ioe 4 ; 
tion of Prints (1951) and the 5th National ee ee | Vee. ee fa : 
Print Annual Exhibition, at the Brooklyn eed fee Pia P * ; 

Museum (1951). Shown in the retrospective a 4. 7 ea iY Ae a 
exhibition, John Paul Jones: Prints and Rp Cone cf ae Va fl, es 
Drawings 1948 -1963, at the Brooklyn F Pe \ I i ae as uy La 
Museum (1963). bay : a . - ; i 3 ny 

Seattle Art Museum. Gift of the Northwest hog \ ae . ys me ” seer 
Printmakers. i) 2 — t 7 > De 

6.28 a ‘ 3 | % \A a ‘ a es 
John Paul Jones bi 1) ‘ae 4 | J : a : we 

Annunciation i / iy i 1D in wy Rati ay 
Etching/soft-ground (1959) by een, | org f : eS : 
277% x 24% Beals ae if \ ; ~~ ae 
Shown in the retrospective exhibition, John # etre cat ce 5 yp a eo fs or 
Paul Jones: Prints and Drawings 1948 - be ie ae Bs | a bog Pa 
1963, at the Brooklyn Museum (1963). < Ge yr ‘ LE lg i pas, 

Los Angeles County Museum of Art. Art \ aa R ‘ Me | 

Museum Council Fund. ae ; a WS | - oe 

wy A Nara a 
/ ae 

aes SEY Daa. 

ae eee, | ee 4 

| 2 ae 

exhibition at the Grace Borgenicht Etchings and Poems with an introduc- _ tences from the press. Louise Nevel- 
Gallery in 1951 where prints by tion by James Johnson Sweeney, Di- _ son was a skillful sculptor before she 
Hayter, Racz, Schrag, Becker, Moy, rector of the Guggenheim Museum. _ first ventured into printmaking be- 
Letterio Calapai, and Peter Grippe There were delays, however, and the — tween 1953 and 1955. Her themes | 
were on view.”* portfolio was published in 1960.” were fanciful and, in part, stimulated | 

About the same time, Peter Among the pairs of collaborators by Mayan art and architecture fol- | 

Grippe, one of the several directors who etched their images and hand- _ lowing her two visits to Yucatan in | 
of the New York Atelier 17 when scripts in the same plates were the 1950.” Magical images in a myste- | 
Hayter was in France reviving the artists and poets Adja Yunkers and rious realm of gods, kings, queens, 
Paris workshop, initiated an am- Theodore Roethke; Letterio Cala- gardens, and forests, as In the Land 

bitious printmaking project by art- pai and William Carlos Williams; Where the Trees Talk (fig. 6.30), | 

ists and poets similar to the earlier Jacques Lipchitz and Hans Sahl; Pe- _ were proofed at Atelier 17 from 

collaboration of Miré and Ruthven ter Grippe and Dylan Thomas; and plates that combined etching, dry- | 

Todd in 1947. Its consummation Willem de Kooning and the art point, and netting pressed into soft- 
demanded nine long years of Grippe’s critic Harold Rosenberg.”° ground. The prints were given vari- | 
“.. . extraordinary tenacity and de- Some ventures into the diversity ous titles and described no further 
votion.” In 1958 the Morris Gallery, _ of intaglio prints that marked the than as exotic proofs when Magic 
whose proprietor-poet was Morris fifties were overlooked by inattentive Forest and a few others were hung 
Weisenthal, advertised Twenty-One collectors or received only a few sen- in the studio of the photographer
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: 6.29 Lotte Jacobi in 1954 and prints of In January 1952, the nonprofit 

Ee Lee Chesney Ancient Figures served as adjuncts to _ International Graphic Arts Society 

a Pierced and Beset Nevelson’s exhibition of sculpture at (IGAS) issued an illustrated Bul- 

co Color intaglio (1952) 15'%/6 x 23% the galleries of Grand Central Mod- _Jetin—the first of 101 during the 
es Received awards in the 3rd Annual erns the following year.” In 1958 next twenty years—announcing that 

Bas Bradley University National Exhibition of . : ie ee me : 

ae ; : : the intaglios received more visi- seven prints that made up Series 
ce Prints (1952), the 2nd National Print Ex- a 5 2 
aH eo ane ,,. _ bility—but evoked scant attention No. I were available for purchase 

f hibition at the University of Southern Cali- fj i he ie i. Re ories ‘ 
a {fornia (1953), and the 13th Annual tom the press—when the Esther »y members. a € original prints, 

! Exhibition of Etchings, at The Print Club Stuttman Galerie covered the walls _ signed by the artists and published 

a of Philadelphia (1953). with about thirty prints, and half in editions of no more than 200 to 

} Philadelphia Museum of Art. The Print again as many varied impressions, of 210 impressions, were distributed 

a Club of Philadelphia. kings, queens, and inhabitants of a__ from the IGAS headquarters and 

ae Moon Garden.” Nonetheless, they gallery on West 56th Street under 

ae were the beginnings to be followed _the direction of Theodore Gusten. 

etl by Nevelson’s novel printmaking of | Members joined the Society by pay- 

ae] the sixties and seventies when she ment of a $10 fee and were required | 

BS turned to nonobjective composi- to purchase no fewer than three 

fi tions, with close correspondences prints annually at prices ranging 

eee to her dark or black monumental from $4.50 to $8.50 (fig. 6.31). In 

eH sculptures, in etching-collage, li- the beginning, the commissions to 

a thography, and less conventional American printmakers were recom- 

Bee media such as intaglios on lead lami- mended by a panel of well-known 

aH nated to papers or multiples in low curators—Una Johnson, Carl Zi- 

= sculptural relief editioned in plastics grosser, Karl Kup, William S. 

aH or cast in black paper pulp. Lieberman, A. Hyatt Mayor, Carl 

i 

a 

7s
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Schniewind, Elizabeth Mongan (of __ tellon, Rogalski, Yunkers, Landeck, 6.30 / 

the National Gallery) —and the and Peterdi. Louise Nevelson ie 

painter-printmaker Ben Shahn. This Beginning of Miracles (color In the Land Where the Trees Talk @ 

Three Series of prints were published fig. 10) by Sister Mary Corita Etching/ eon soft-ground (ca. pee 

in 1952 and members had the op- (Kent), a serigrapher from the West si ae x18 in ny . bee 

tion to purchase three or more im- Coast, was the first of the few silk- eared aera ie 
: : rae £ Theodore Haseltine. Tey 

pressions by artists who represented _ screens commissioned by the IGAS. ey 

various facets of contemporary The print was published in April Pe 

printmaking in America, such as 1953 as one of Series No. IV while, ee] 

Hayter, Dehn, Schanker, Moy, almost simultaneously, an impres- a 

Lowengrund, Margo, Federico Cas- _ sion of the elaborate silkscreen in Be ; 

ES 

~~
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oxy ae : “Frightened Boy and His Dog’ 
Leonard Baskin, Frightened Boy and His Color Woodcut 
Dog (1954), a color woodcut in black and By, conte Balt ee TD SN ‘ 

red, published by the International Graphic Cate) Ra 

Arts Society; as advertised in Art Digest et : 
(15 February 1955). BES Picea sey 

Ra Ame 
Fauna eka ee (aa a) 

Joh eet . 

twenty-three colors had been ac- Va ~ 
cepted for display in the 2nd Na- Coa 
tional Print Exhibition at the Uni- oe 
versity of Southern California. This eee 
Beginning of Miracles was a spritely 

eee tenor A non-profit membership organization for the Antunez 
a ees eee creation and distribution of int ional Baskin wine during the feast of the Mar- hepa One Deh 
riage at Cana (John 2:1—11), an contemporary works of graphic art offers on 
event which Sister Mary laced with  €ach year between 18 and 36 new works in Erni 
modern revisions in the iconogra- different media selected by an eminent Jury Gwathmey 
phy of the oft-painted New Tes- of experts. Editions by outstanding American Hayter 
tament tale. She surrounded the and European Artists, such as those listed at Landeck 
enormous figures of Christ and His right, are limited to 200 signed originals. Pek 
mother, holding goblets, with a wel- prices range from $4.50 to $8.50. deni 
ter of episodes during the marriage O’Hara 

feast. Some miniature scenes were ; ; a Peterdi 
bounded by structural-steel supports SP ae creed ers Oie brivileges for ARTS. Dicks) Pierce 
of twentieth-century architecture f Summers 

with one beam, high above the You are cordially invited to the gallery, open daily | Schanker 
throng, bearing a television antenna. from 10-4 and Saturdays from 10-1. \ : Yunkers 
Among the invited guests were the q 
disciples of Christ, clustered around y--- INTERNATIONAL GRAPHIC ARTS SOCIETY, INC. ------, 

acandlelit banquet table where they 65 West 56th Street, New York, N. Y. i 

were assigned seats that feigned the Please send me vithout obligation on my part i 
famous modern chairs designed by i IGAS bulletins and membership application form: i 

Charles Eames. Meanwhile, the ellie Mr.) : 
“governor” of the feast was depicted | SAM ee ei pap ee | 

several times as he discharged his i : 

duties, the last revealing the mo- (ADDRES SMe pee ey eee ga eo iar h aiden | 
ment of amazement when he tasted i Portts gone arire On i 

the contents from the elaborately ie CULE erin tse att Non Lay) tn cn PROVINCE G a Wey ccm -ADE. 0 i 

decorated “. . . six waterpots of Heo yo Nig a URN er tI ee DEO see Pn tm ee 
stone . . .” that had become, mirac- 

ulously, many firkins of wine. 
Silkscreen, despite prophecies of printmaking by the critics. Thus, Museum initiated its National Print 

its flourishing future made by print- compliments for the accomplish- Annual in 1947 a few silkscreens of 
makers experimenting with the me- _ ments of Pytlack, Bernard Steffen, modern design were admitted, and 

dium during the years of the Federal Edward Landon, and other leading _ honored occasionally with awards. 
Art Project, and notwithstanding practitioners were limited to those Sylvia Wald’s City Lot on Sunday was 
the mounting numbers of color- that came from their fellows in the accepted and Singing and Mending 
laden prints publicized and sent on _ league of serigraphers, by the one- by Robert Gwathmey (fig. 5.17) re- 
tours by the National Serigraph So- _ man shows, or the awards received ceived a Purchase Prize at the first 
ciety in the 1940s, was rarely cited in the annual exhibitions sponsored _ Brooklyn annual. Then, at the sec- 
as progressive or among the finest at the National Serigraph Society’s ond annual, a San Francisco serigra- 
creations in contemporary American _ gallery. However, after the Brooklyn _pher was given a similar award when
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Dorr Bothwell submitted Memory The abstract compositions and 6.32 
Machine (fig. 6.32), her print of subjective content of silkscreens by Dorr Bothwell 
a heart, surrealistically rendered, Sylvia Wald were well characterized Memory Machine 

whose shadowed interior sheltered in Dark Wings (fig. 6.33) with its tse (1947) 9% x 12% 
the vision of a young girl in a gar- fragments of color which coalesced  4”#7ded a Purchase Prize in the 2nd Na- 

ze 2 : A 3 tional Print Annual Exhibition, at the 
den, holding a nosegay of flowers. into ambiguous images. The print : ; 

aes Ws Brooklyn Museum (1948), and First Prize 
Soon thereafter, the juries for the was awarded Second Prize in the Epicor) Asrocal Exibion of ie Nie 
Brooklyn exhibitions were further 15th Annual Exhibition of the Na- tional Serigraph Society (1948). Shown in 

attracted to the fresh talents among tional Serigraph Society (1954) and the retyospective exhibition, 30 Years of 

serigraphers. In the five annuals of Dore Ashton commended Dark American Printmaking, at the Brooklyn 
1950 through 1954 Sylvia Wald Wings as “. . . an atmospheric print — Museum (1977). 
was represented in all exhibitions, with delicate textures suggesting Achenbach Foundation for Graphic Arts, 
silkscreens by Dean Meeker and wings, and life beneath damp forest he Fine Arts Museums of San Francisco. 
Warrington Colescott—young leaves.” As an introduction for her 
printmakers at the University of review of the Society’s annual Ash- 

: Wisconsin—were displayed in 1951 _ ton stated: 

| to 1954, and in the exhibitions of The serigraph, which originated as a 
| 1953 and 1954 Sister Mary Corita commercial medium, has had a hard 
! (Kent)’s Seat of Wisdom and At time coming of age as an expressive 

Cana of Galilee were accepted by the _ graphic vehicle. Until recently, one 
] jurors. rarely saw an experimental serigraph.
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6.33 Conventional flat patterning and mat level with the other media. Not only 

Sylvia Wald colors prevailed. And for some reason, did three serigraphs take purchase 

Dark Wings the medium for a long time attracted prizes, but at least a half-dozen oth- 
Color silkscreen (1953-1954) only the most pedestrian artists working erg are far above average. Among 

18% x 23% Ay Seren gas comma 1 those I found original and effective 
et : ve : ' 

Awarded a Second Prize in the 15th An- i UES a a 7 on ese CayS - -- were Robert Marx’s fluent abstrac- 
nual Exhibition of the National Serigraph — “D'Nenee’ DY Precominantly experi: | tion [Migrant], rich in both line and 
Society (1954) mental and abstract work. It is the first ee Gant. 

Brolin Naan annual which strikes me as provoking tone; Warrington Colescott’s or- 
i : and the first in which fresh trends are nately colored abstraction [Magdale- : i ; ie 

clearly marked. A new refinement nian I], and Sylvia Wald’s symbolic 
achieved by manipulation of overprint- print [Sun Caught in Rock], which, 

ing with transparencies and a new con- however, depends too much on its 
centration on varied textures are encour- elegant textures.” *° 

aging departures from convention.” The experiments with silkscreen 
Tecsithan'ainonth later Achtontwas that Ashton had hailed included 

heartened further by the silkscreens those of Dean pene a 
in the 8th National Print Annual at plained in 1957 that, “. . . I have 
the Brooklyn Museum: “For the first worked primarily with the serigraph 

time in the annual’s history the seri- Print because I am able Pope EUIteNs 
graphs included are on an esthetic sity and transparency of color, a va- 

|
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riety of textures and surfaces that is  Meeker’s serigraph in black ink on been altogether outstanding. The Mu- 
possible in no other medium. I can __ gold paper, Trojan Horse.” * seum of Modern Art, for example, to 
use a whole gamut of printing mate- Nonetheless, silkscreens did not whom contemporary artists look for 
rials such as vinyl plastics, lacquers, enjoy hearty acceptance. A serigraph  SUPport sponsored one lone national 
enamels and encaustic emulsions. I by Meeker was selected by a jury of aes exhibition of prints about 
feel the medium has yet many facets _ the National Academy of Design Neen eee ane ueenouecaD ly | . : ‘ silent otherwise. There have been nu- unexplored both in technique and as _ and the artist congratulated, only to merous ‘Bist Annual Nedenal Bxhibi- 
a vehicle of expression.” *! The year have the print withdrawn from the tion of Prints’ sponsored by Universities 
before, Meeker had created a seri- exhibition when it was found to be and print groups, but few second an- 

| graph of astonishing dimensions a silkscreen.** And compliments nuals ever materialized and, quite rarely 
(12% feet by 24% feet)—a mural were not freely given although now a third or fourth. The Brooklyn Mu- 
on canvas at the Blue Cross—Blue and then critics would praise an in- _seum has furnished enthusiastic leader- 
Shield headquarters in Milwaukee— __ dividual serigraph by Wald, Both- ship in its lively annuals open to all 

! for which he devised special equip- _ well, Sister Mary Corita (Kent), artists of the United States but after ten 
| ment and techniques, including the Meeker, or Colescott as if the merits Consecutive and sparkling yearly exhibi- 

screening of symbolic designs with __ were exceptional. The annual exhibi- ns has decided to change to a biennial 
gilder’s size as the necessary adhesive _ tions of the National Serigraph So- Seca baste ne Tiber on 

| for laying gold leaf.*? His forecast ciety and the one-man or small ee ee had he eee: oi . F continued a lasting support for nearly 
| that the medium had many unex- group showings for members in the twenty-five years and it is to be hoped 

plored facets was to be borne out gallery of the Society were the prin- that the interest of this major institution 
during the sixties by his embossed, cipal displays of silkscreens with the will continue indefinitely. 
lush color prints created in a seri- exception that new serigraphers re- In any event the opportunity to show 
graph-polymer intaglio process. ceived showings at The Contempo- _ in large exhibitions is somewhat limited. 

Meanwhile, in the early fifties, raries when Margaret Lowengrund _ Insofar as commercial galleries are con- 
Mecker’s Don Quixote (color fig. 5) sponsored exhibitions by Meeker cerned the opportunities are virtually 
had received the visibility of awards (1955), Colescott (1956), and Sister il. The untimely death [November 
from the 14th Annual Exhibition of | Mary Corita (Kent) (1957). Among Oey elite elect ar: eae 
Milwaukee Printmakers (1951) and _ prominent printmakers in other me- eer Pee eee aoe 
the Cunningham Memorial Prize dia, silkscreens were rare diversions fu seduent oe : 8 : : 2 : lery removed one-half of the opportunity 
in San Francisco (1952). Then, in or screenings were adopted occa- from New York City, the hub of the os 
1952, Meeker printed another ex- sionally as color supplements in hibition world! The Weyhe Gallery re- 
perimental silkscreen on a gilded their intaglio or relief prints. mains the only exclusively print exhibi- 
paper. Deep umber silhouettes dia- Despite the new print exhibitions, _ tion place of stature in the city. Only a 
gramed a Trojan Horse (color fig. the many workshop programs, and _ very few of 57th Street’s finest galleries 
11) concealing Greek warriors— the founding of the International show prints and they must be the sec- 
armed and waiting—on its interior Graphic Arts Society and the Print _ond offering of a stable artist. No out- 
decks, the stealthy host becoming Council of America there were mur- _ Siders need apply. Thus the artist whose 
visible only when reflected lights murs of discontent or misgiving ae efforts ee n ee 
shimmered on the metallic surface about some aspects of printmaking. a z = Aly dec eranemiine Rte = = 
of the gold ground of the print. In January 1959 Lee Chesney one-manlechibiions® 

| Ashton singled out the silkscreen as _ presented a paper on “Printmaking 
among the “. . . indications of new —_— Today” at the annual meeting of the Not only were opportunities for 
trends in the medium...” when it College Art Association in Cleve- display limited, but judgments 
was displayed in the exhibition of land. He lamented the limited op- about the art of lithography failed to 
Young American Printmakers at the portunities that active printmakers _ form a heartening consensus. In 
Museum of Modern Art (1953). had for display of their creations. 1950 Gustave von Groschwitz, then 

| The serigraph was honored later by ide sreert atontaatig, Seca eee Senior Curator of Prints at the Cin- 
| a Purchase Prize at the 26th Annual cae ee eaten ae *hele cinnati Art Museum, organized the 

| International Exhibition of North- way to gallery walls for public appraisal first International Biennial of Con- 
west Printmakers (1954), and Jules and consumption. Granted that public temporary Color Lithography and 
Langsner, in a review of the 3rd Na- museums provide the major patronage declared that “the quality and quan- 

| tional Exhibition of Prints at the in this day and granted further that these __ tity of the color lithographs in the 
| University of Southern California, same museums have shown interest in American section will come as a sur- 

cited “a cee unusual print, which the contemporary graphic production, prise to all. It is perhaps too soon to 

this critic kept returning to, is Dean their support of printmaking has not explain this sudden popularity of the 

i} 
| |
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medium in America.” *” However, at Cincinnati and commending a adopting new tools and materials, 

late in 1949 at the Minnesota sym- —_ dozen artists’ prints, wrote com- unconventional methods, and the 
posium, the lithographer Adolf fortlessly, “Finally, the U.S. is repre- improved technologies of photo- 
Dehn lodged the complaint that sented with just about everyone mechanical processes that had been 
American lithographic printing was making color lithographs here—150 developed, one after another, for the 
inept. In subsequent years there printmakers. I found that the sec- printing industry. Still, the pesky 
were other disparities. On the one tion was crowded with amateurish problem was less alarming than du- 
hand, Robert Blackburn at his Cre- _ work, overstocked with conservative _ bious or fraudulent practices of 
ative Graphic Workshop, Margaret work, and on the whole, less im- some artists, printers, and dealers. 

Lowengrund at The Contempo- pressive than [foreign] counterparts. Photomechanical reproductions of 
raries, and Will Barnet at the Art The fact remains . . . that we still paintings and drawings, or copies 
Students League were active lithog- cannot match the brilliant work in of them handmade on printing 
raphers who also coached artists in European countries where the tradi- _ plates, were misrepresented as 
the craft or offered their skills as tion of peintregraveur prevails.” * “originals.” Furthermore, unwary 
printers. Moreover, fine lithographs Wayne recalled her gloominess purchasers were artfully misled 
were being created by Wengenroth, about the state of craftsmanship; she _ when dealers offered facsimiles to 
Lozowick, Barnet, John von Wicht, asserted that “by 1959, only one the public as “limited editions” or 

and other established artists while printer still pulled stones for artists “prints signed by the artist”—as in- 
younger printmakers—Nathan Oli- __ in this country, and, unfortunately, deed the reproductions sometimes 
veira, Andrew Stasik, June Wayne, his technical skills were irrelevant to | were—in order to claim values 

Clinton Adams, and Garo Antrea- the then dominant aesthetic of Ab- _ higher than warranted. 
sian—were beginning their careers _stract Expressionism.” In 1959 In the fifties and early sixties at- 
as leaders in lithography. By 1959 Wayne was so concerned about the —_ tempts were made to alert the public 
Lee Chesney claimed that the Cin- paucity of master lithographic to the problems by presenting dis- 
cinnati biennial was “... one of the _ printers and a flagging of the art closures of misguided or unscrupu- 
finest of its kind and has done more __ that she submitted to the Ford lous practices. Dore Ashton in- 
for the medium than any other Foundation a proposal for a work- formed readers of Arts magazine of 
single exhibition.”* It was a timely _ shop “. . . to help stimulate develop- “The Situation in Printmaking: 
compliment after five lithographic ment of the lithograph and restore it 1955” with a caption stating that 
biennials, but Chesney had no way _as a creative medium for American “dubious practices in France threaten 
of knowing that the exhibitions artists.”°? The request received an the international market and militate 
would be terminated in the follow- _ initial subvention of $135,000 and _against efforts of American print- 
ing year when a new Biennial of in 1960 the Tamarind Lithography — makers to reassert the concept of 
Prints was initiated, based on von Workshop was launched in Los An- — ‘authentic’.” The article was a com- 

Groschwitz’s rationale that, “since geles. Thus, Tamarind on the West _ prehensive review of the long his- 
the Biennials of Color Lithography Coast and Universal Limited Art tory of the “vexing problem of 
had accomplished their purpose Editions on Long Island—the latter authenticity” which had continued 
and, also, because of the emergence _a venture begun in 1957 by Tatyana _ into the twentieth century when 
of remarkable talents in other fields | Grosman—became centers of influ- _ Braque and other prominent artists 
of printmaking, the next logical ence that bolstered the art of lithog- —_ signed reproductions and Jacques 
step was to organize an exhibi- raphy in the 1960s. Villon produced counterparts of art 
tion of prints that would include all For more than a century dealers, | works by modern masters as prints 

types.” collectors, curators, scholars, and bearing the signatures of both en- 

But there was no consensus about artists had been unable to reach a graver and artist. Then Ashton re- 

the stature of American lithography consensus on definitions by which layed Villon’s alarm at the spread of 

in the fifties. June Wayne, as one of _ printed images would be judged un- _ such questionable enterprises, “I am 
the jurors for the 2nd National Print _ failingly as either “originals” or partly guilty myself. . . [and] I 

Annual at the University of South- — “facsimiles.” Nonetheless, general would like to say that it is not hon- 

ern California (1953), had expressed guidelines were an imperative be- est for any artist to sign the work of 

regrets that there were few experi- cause an attribution of “original” by another, above all a reproduction of 

mental lithographs, and, in fact, connoisseurs or dealers heightened his work in another medium. The 

lithographs of any kind, submitted.” the value of a print in the market- public must be warned.” Citing sev- 

And Dore Ashton, after viewing place. A consensus seemed even eral contemporary deceptions, Ash- 

The 1954 International Biennial of | more remote when modern print- ton deplored “prints” by well- 

Contemporary Color Lithography makers complicated matters by known French moderns that were
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being marketed in competition with An original print is a work of art, the _ that subscribed to traditional, two- 8 pe ; gnu p wor! a D : a 
authentic works by American print- general requirements of which are: dimensional, image-producing sur- 
makers whose hands had created the _1- The artist alone has created the faces that are “. . . thought to re- 
images on the plates or stones, who Master image in or upon the plate, quire ink and to print on paper.” 

| printed their own impressions or su- stone, wood block or other mate- —_ posing the Council’s limitation, 
pervised the editions pulled by mas- se ee epee eee i urged the acceptance of any TC aes es ee ee print. i 5 : Be 
oD pnts) She shared with readers 2. The print is made from the said piri brie prodicing the criticisms by von Groschwitz materials, by the artist or pursuant 2 of any kind o material as 
that identified famous artists who tolkis) direction! an “image receptor, including 
autographed reproductions of com- 3. The finished print is approved by three-dimensional structures. Cam- 

i\ positions in other media and re- the artist.% nitzer rationalized his radical pro- 
counted Zigrosser’s dismay with osals by asserting that “we move 

| those who roared their signatures Although the standards proposed by ae a realm of ae absolute free- 
| on sheafs of blank papers me then the Print Council were commended dom—the sole limitation being the 

i supplied saan maquettes by Teputable dealers and received printing of an edition, and the sole 
foun sitions to be co; ied and the concurrence of the prontincnt responsibility being to reveal an im- 
rinted™ : printmakers who drafted the recom- age.” It was one of several redefini- 

In Ae effort to lessen the vexa- mendations for “The Artist,” they lowe of open-ended practices in 
tions, the Print Council of America Were unenforceable in the market- pelbigalee and the creation of 

| ublished What Is an Original place and unacceptable to many “multiples” during the sixties and 
i Print? in 1961, and eee editions Paenakers, . erent inloodand 1967 Membersobthe Among those who found the Micanrhilewbeeaeelonanciacs 

Board of Directors were curators guidelines of the Print Council un- spite such nnorhodones diverse and afew coliccore sho eenene necessarily traditional and restrictive a sof Orion were scld tn 2 a rkee 
} ceinisel fiona ag) Advise a fh were printmakers who were explor- hat ie dlasinever beh Be 

tee of Dealers as they became in ing new conceptions and experi- the Lees old and new dealers 
volved with “. . . the problem of menting with aevel tectinialogic: publishers directors of workshops, orivinality in prints in order to pro. 24 Materials. In 1966 Fritz. Eichen- and principale Routh aie ae 
cece able from shar ae berg, the venerable wood-engraver rial ae scrambled for oe fices P he pane aL : frediay and editor of Artist’s Proof, cited the tage during the booming exchange 

original prints ae ee difficulty of tenor of a symposium on new direc- in contemporary prints. An moe 
defining them has enabled unscru- a re “ ing number of American artists 

. ray enter— a et . + . pulous dealers and auction houses to. hich “ pre i ve a ur joined the printmaking enterprise, 
; ing which “. . . it became quite clear (erat Pe e pass off photomechanical and other re ‘ often with the urging of their deal- ; to the participants that new defini- : on reproductions of old and new works ers who knew that unique paintings as ; : tions must be found for the contem- : as original prints. To discourage or : were too dear for clients of modest ‘ ; porary print; the old ones are be- : to take legal action against such pte i means, but prints were affordable - ; aca coming increasingly obsolete. The « ! fraud and misrepresentation, it is d“eune noon fusivel works of art for less affluent “collec- 

useful to have a valid definition ae ae pe ue ae =e y tors.” Thus, during the next decade 
of the original print in order that map ikes Ene Ceposiing OF ink on a and a half, the marketing of prints ; annie ; piece of paper.” Eichenberg judged + : it may be distinguished from its eee definiti a multiplied, accompanied by aggres- 
counterfeit.” The booklet sought to weer ae i Fie © nee sive advertising and promotion 
be educational with its essay on ene oo es ea ee which often bore blandishments 
“The Historical Background” by Bap Det Werty Bepetatons Ene reat about impressions of “museum 
Carl Zigrosser, a section on “Pro- Gaede ane te eee ey quality” and the value of prints as 
cesses and Techniques of Modern in and the way-out, the traditional art investments 

j Pi king” 4 pee and experimental.” i 
| aS In the same issue of Artist’s Proof | productions,” and guidelines for z : eee 

“The Artist” formulated by Fras- (1966) Luis Camnitzer, a codirector 
‘ ; f the Ne raphi - 

coni, Kohn, Lasansky, Peterdi, and of th oy York Gi apnic Work FS B S seeded shop, published “A Redefinition of | enton Spruance. As “standards the Pant 2°" Fe Gidcisediehe print 
and guides for artists, dealers, pub- So LER Nee Simei 

j ; : ‘ Council’s certification of plate, stone. lishers, collectors, and the general ae 2 bli? the Council ara cosed aha wood block, or other material as a 
P Be * liberal although limited” definition 

I



Ei After 1960, the establishment of chromatic notes in Gottlieb’s theme 

many workshops, coast to coast, paintings of “imaginary landscapes” 
7 provided new resources for Ameri- _ and “bursts” were prototypes for 

can printmaking. Their growing Untitled (color fig. 12), a color 
corps of master-printers advised art- _ lithograph composed in 1969. In 
ists and printed the editions sought | 1960, de Kooning had created two 

by publishers and dealers who were _flamboyantly gestural lithographs 
eager to meet the demand of a (untitled) at Berkeley with the as- 
booming print market. Artists sistance of George Miyasaki and 
whose print compositions relayed Nathan Oliveira, artist-lithographers 
the latest styles in painting and on the West Coast, whose prints by 
sculpture were attracted especially to then had brought them awards and 
the workshops that offered collab- fellowships. But de Kooning’s inter- 
orations in lithography and est flagged until another decade 
silkscreen. passed and a series of lithographs 
When relief and intaglio printings _ were printed at the workshop of 

had been in ascendancy during the Irwin Hollander in 1970-1971. 
forties and fifties, the leaders of an Robert Motherwell turned to 

ee abstract kind of expressionism in printmaking more frequently. In the 
° painting—heterogeneous in mani- early forties he had tried intaglios in 

P. rint festation but nonetheless cited as a the studio of Kurt Seligmann and 
“New York Schoo!” by critics— at Atelier 17, and a revival of inter- 

Wor kshops rarely engaged in printmaking. Jack- _ est in printmaking emerged in the 
son Pollock, before developing his 1960s with his creation of litho- 

Coast to Coast “drip” or “action” oe paint- graphs at the workshops of Tatyana 
and the Print ing, pulled trial proofs of seven Grosman and Irwin Hollander, 

. prints created at Atelier 17 in 1944— some of them displaying a calligra- 
Boom in the 1945, intaglios with surrealistic idi- phy born of dynamic brushwork as 

oms akin to those of Arshile Gorky. in Automatism A (fig. 7.1). 

Mar ketplace, They were neglected until eleven Elsewhere, amidst a growing 
years after Pollock’s death when, throng of printmakers who worked 

1960— 1980 in 1967, his estate commissioned in collaboration with printers at silk- 
Emiliano Sorini to print editions of __ screen and lithographic workshops, 
fifty and the plates were sealed and Andy Warhol, Roy Lichtenstein, 
deposited at the Museum of Mod- Edward Ruscha, Robert Indiana, | 
ern Art." and other proponents of “Pop Art” 

Art International, in a note on the _ reiterated the images and content of 

5th International Biennial of Con- their paintings—the totems and 
temporary Color Lithography (Cin- trivia of mass media and commerce 
cinnati, 1958), mentioned that it in mid-twentieth-century America. 
was “curious, and unfortunate, that In addition, Jasper Johns, Robert 

American vanguard artists have till Rauschenberg, Jim Dine, and War- 

now shown little interest in lithogra- _ hol clipped and transferred to their 
phy. The medium would seem a prints “pop” images and other kinds 
‘natural’ for such painters as Kline, of reproductions which had been 
Motherwell, Gottlieb, Newman, published as magazine illustrations, 

Ferren and Rothko, for instance.”” advertisements, and newspaper pho- 
Soon thereafter, Robert Mother- _ tographs. For those purposes, the 

well, Adolph Gottlieb, Willem de artists favored the technologies of 

Kooning, and Barnett Newman dis- | modern commercial art and the 

covered that subjective content and printing trades—silkscreen, photo- 
abstract styles in their art could be silkscreen, photolithography, offset 
transcribed to lithography effectively _ lithography, and combinations. 
when they collaborated with the By the midsixties, those sallies 

new master-printers. The powerful into printmaking received substan- 

|
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7A 
Robert Motherwell 
Automatism A 

X, Lithograph (1965) 192 x 14% 
Printed by Irwin Hollander. 
Shown in the 15th National Print Exbibi- 

* tion at the Brooklyn Museum (1968). 
| Achenbach Foundation for Graphic Arts, 

| a the Fine Arts Museums of San Francisco. 
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tial coverage in the press in contrast _a brief on one of a pair of work- silkscreens by her husband, the artist 

to a scarcity of reporting on print- shops fostering the art of lithogra- Maurice Grosman, who had learned 

making by the art periodicals after phy—the Tamarind Lithography the process at commercial firms 
! the midfifties. The omissions had Workshop in Los Angeles where a when he sought supplemental in- 

hardly been redressed in 1962 when _ program of fellowships for visiting come after their flight from Occu- 
Art News featured two articles, each _ artists and the training of master- pied France to New York in 1943.* 

| with the same headline—“Is there printers was well underway with the The curators William Lieberman 
| an American print revival?” The edi- guidance of June Wayne, Clinton and Carl Zigrosser advised her to 

tors’ captions—burdening the re- Adams, and Garo Antreasian, and publish original prints of record 
ports by Jules Langsner of Los the printing and publishing by and thus, in 1957, she purchased a 
Angeles and James Schuyler, poet Grosman’s Universal Limited Art secondhand lithographic press, 

and friend of artists working with Editions (ULAE) at West Islip, named her venture Universal Lim- 
Tatyana Grosman—wrongly implied Long Island.* ited Art Editions, and soon induced 

' to readers that printmaking had Tatyana Grosman’s earlier trials Robert Blackburn to travel from 
waned. Answers to the query, “Is in publishing had been replications —_ his workshop in New York as the 
there an American print revival?”, of works by Max Weber and the master-printer. 

surely were not contemplated as the _ sculptors Mary Callery and Jacques Young painters of the “second 
task when each correspondent wrote Lipchitz. They were translated into _ generation” of the “New York 

i 

|



228 Print Workshops and the Print Boom, 1960-1980 

“9 ie ? 4 we 
; we » ws 

& } “q eee 

a ic sai 4A ’: ‘2 

ae. " ’ Be SS Ss & PY P 

Lo (diy od F i * 

Se = he Yee 2 +24 Ge 
ZS 2 *. Se i <p WH ~~ , 

ae ses a. 
Z N " : , on a 4 eae 

= * ne bs % i 

ee is Sn RnB | SSS * 

a ——— SS i, Se Ne a 
i gaa a <i gee Ty or eens a 

Ce aes =", ; Soo Say 

a ko ae es Ss ae ~ SS 

rats 7 ; ° ; SSS ) go we 

72 School” were the very first and, sub- _ by inking and pressing them onto 

Helen Frankenthaler sequently, most frequent partici- the stones as in Johns’s Skin with 

First Stone pants at ULAE after 1957 when O'Hara Poem (fig. 7.3), by drawing 

Color lithograph (1961) 22 x 30 Grosman began to recruit Larry or painting with tusche, by collage 

é rinted by Robert Blackburn. Published by Rivers, Sam Francis, Grace Har- or photographic transfer—and sin- 

ais eal Bes tigan, Johns, Helen Frankenthaler, gular stones received inscriptions by 
Shown in the exhibition, Helen Frank- : : cede 

: > Rauschenberg, and Dine, although —_ both poets and painters, the prints 
enthaler Prints: 1961-1979, at the Ster- eee WL os Bes 
ling and Francine Clark Art Institute by the midsixties Motherwell and published by ULAE con: rmed that 

(Williamstown, 1980). Barnett Newman were among “se- lithography responded readily to 

Art Institute of Chicago. Purchased from nior” contemporary artists who cre- _ transcriptions of spontaneous, auto- 

Universal Limited Art Editions. ated print portfolios there. graphic, capriciously combined, or 

The preferences of the painters chance effects. 

turned printmakers ranged from the In 1957, Grosman’s visit to Larry 

concise formalism of Newman’s Rivers’s studio in nearby South- 

color lithographs for XVIII Cantos  hampton—and the chance presence 

(1963-1964), or the loose calligra- _ of the poet Frank O’Hara—had led 

phy and floating stains of color in to the first lithographic project at 

Frankenthaler’s First Stone (fig. 7.2), ULAE, Stones (fig. 7.4), a suite 

to compositions with freely com- of twelve prints with images and 

bined emblems, signs, images, or poems scribed as if they were guile- 

fragments of commonplace objects. _ less graffiti. The portfolio was not 
When images feigned objects— completed until 1959, and soon
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73) The clouds go soft 

Jasper Johns change color and so many kinds 

Skin with O’Hara Poem puff up, disperse aie 
Lithograph (1963-1965) 20% x 32% an sink into the sea 
Printed by Zigmunds Priede. Published by the heavens go out of kilter 
Unig ouded Aer Eiene an insane remark greets 

5 aie . . the key on the 
Shown in the exhibition, New American Al tcetuctvoR OnE So ear era at 

} Expressions in Fine Printmaking, at the Geis allldemiolished| 
Royal Library of Belgium (Brussels, 1968). or made fragrant 

| Courtesy of Universal Limited Art sputnik is only the word for “traveling companion” 
! Editions. here on earth : 

In 1963 the images of Skin were made by at 16 you weigh 145 pounds and at 36 
inking parts of Johns’s body. The typescript the shirts change, endless procession 

of the poem by Frank O’Hara was added to but they are all neck 14 sleeve 33 
the stone, and signed by the poet, in 1965. and holes appear and are filled . 

the same holes anonymous filler 

no more conversation, no more conversation 
the sand inevitably seeks the eye 

and it is the same eye. 

} 

] 
q
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74 O?'Hara’s lines inscribed by the poet: thereafter was advertised by the gal- 

Larry Rivers and Frank O’Hara Pittsburgh lery of Tibor de Nagy, the dealer 

Stones : Carnegie who had published O’Hara’s first 
Plate E 12 from the suite of twelve will wereversy ect to the aout book of poems in 1952 and cur- 

lithographs (1957—1959) 14 x 177% saa rently handled the paintings of 
Printed by Robert Blackburn. Published by Al rents acar Grace says Rivers Hartigan, and Franken- 

Universal Limited Art Editions. yes!! ame tee eine err nase bye 

Shown at the Tibor de Nagy Gallery ; ; this way ae - eee a = 
(1959) and in the group exhibition, The HEROS Diana a : P oo iH iu “ 
Fine Art of Lithography: Lithographs Pub- will there be anything to eat? following year with impressions by 

lished by Universal Limited Art Editions, a Johns, Rivers, and Hartigan at the 
at the Kornblee Penthouse Gallery (1961). Lionello Venturi? Barone Gallery and lithographs by 

Art Institute of Chicago. Purchased from André Masson? Johns with Leo Castelli, a promi- 
: B J F 

Universal Limited Art Editions. Thomas B Hess? nent dealer in avant-garde art. Then, 

in 1961, the prospering workshop 

at West Islip reinforced its identity 
with a group exhibition at the | 
Kornblee Penthouse Gallery—The 
Fine Art of Lithography: Litho- 
graphs Published by Universal Lim- 
ited Art Editions. 

|
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| 

Grosman preferred to publish | 
portfolios, although many single- ; 

sheet prints were created at ULAE. . aan : a , 
One such print was the second lith- aie Awe i : aa 
ograph by Johns, Coat Hanger I, ‘ ; ee i | 

cited as an “archetypical example of ‘ f j | 

the artist’s unexpected use of a com- 7 
mon object” by Richard S. Field, an ; aean 
Assistant Curator at the Philadelphia : uf i 
Museum of Art, when he mounted a ay yi 3 
comprehensive exhibition, Jasper s ah Y 

Johns Prints 1960—1970.° Coat Stet rast a a 
Hanger I (fig. 7.5)—selected for the Pas Se 
traveling show sponsored by the : a ie Q 
Print Council, American Prints To- : ie ae ; i 

day / 1962—was one of few prints , SE Se ~~ } 
published by ULAE to be entered TOP IS  aeprearaar baa con y : 
in the kind of exhibition that pre- ies ee 
sented a broad array of American : f | 
prints. s | 

During the sixties, Johns was one i 

of the more prolific printmakers : 
published by ULAE and Kenneth fi 
Tyler’s workshop in Los Angeles, i Y | 

Gemini G.E.L. (Graphic Editions q 
Limited). Many of the prints were y a 
recreations of themes prominent in ‘ & 
his paintings—numerals 0 to 9, al- i fi 

phabets, words or letters in the ‘ q 
guise of stencilings, American flags ? t | ; 
and maps of the contiguous forty- eas Sy eee Pa ea Ae eet | 
eight states—and the widely pub- 3 | 
licized sculpture painted to feign | 
two cans of Ballantine’s Ale which | 
Johns revised in Ale Cans (1964), a | 

color lithograph printed, in part, from an earlier photosilkscreen, was 7.5 ; 
with metallic ink. Johns converted enframed as a counterpart of Japa- Jasper Johns 4 

commonplace objects, signs, and nese souvenir dinner plates with Coat Hanger I y 
symbols into emblematic composi- photographs of wrestlers and base- Lithograph (1960) 25% x 21 , ie 

tions that harbored ideas and mes- ball players that the artist had seen Printed by Robert Blackburn. Published by B 
sages which viewers were free sub- in a Tokyo shopwindow—here en- ee 11962 ; 
jectively to educe as they wished. circled by the “stenciled” words for ei commen ie Dee , 

In a lithographic revision of primary colors, BLUE, RED, and Council of America. Bal 

Souvenir, a painting of 1964, YELLOW. Souvenir (fig. 7.6), the (Cuneo eeruaee Ee 

Johns interspersed an assortment of — lithograph, was produced at ULAE _Efitions. ie 
“memory-images,” explaining that expressly for the opening of Johns’s ye: 7 

“thinking anything could be a sou- print exhibition at the Philadelphia ee 

venir of something else. . . .”” The Museum of Art in 1970.8 5 
title was inscribed on the back of The painters recruited by Gros- e f 
a stacked canvas, painted or un- man often tested the skills and inge- Ge 

painted, as it might be in his studio nuity of printers. Johns’s Souvenir, ie 

or that of artist-friends. A flash- for example, was editioned with ae 

light hangs below a bicycle mirror. eleven colors from nine complexly | 
| Johns’s likeness, which was trans- designed stones including photo- 3 s 

| ferred to the lithographic stone silkscreen transfers. Nonetheless, ‘ 3 

Be 

a Sy
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% decades of the century, creating dis- 
\ junctures in contrast to the tradi- 

pepeereiiinda na \ tional visual and tactile unities of 
a me . ree - : 

If; i i Ae a pictorial illusion or of physical prop- 
4 " ~ : : ee ) 

Be a if TEN erty in painting and sculpture. The 

’ \ b Yo pee ky ana rebellion against conventions in all 

. --& . — aes f 7 =e forms of art—never more insistent 

| & b: Se nh 7 than in the promulgations and con- 

"ia \ , i] es | trivances of the Dadaists—was re- 2. Sa e : 
% ’ flected once again in the chance jux- 

‘a = j taposition of movements, sounds, 

a ae —- a Teer , and objects that became factors of 

" . = a \ / 4 happenstance in the choreography 

i f a (ase “eo at 1 i of Merce Cunningham, the musical 

a 7 ih ie - < eS e $ ie . compositions of John Cage, the art 

Ae Oe TS ae onl . I of Rauschenberg, and the perfor- 
aq Lees oe eee P| y mances in which all three were col- 

mm oP ae oy “aha Y \ ren laborators. “Happenings,” in which 

1, oe « Va ul = / they and Jim Dine were principals 
fi a ee yo elk — eee 5 r 

ae : eee — or participants, were being espoused Abe. ie ae | i 
Fs aes ® As ES by Allan Kaprow who proposed 

bai a Be 3 i a > 
. 4 inl fai jel that the events should be “planned 

‘ i ‘Raw bes " B : 
| " ; : B though performed without rehearsal 

j RSE RRR ees = ie or repetition, thus laying claim for 
- ~ ¥. D Wa Ne ia am Le happenings as art forms but inten- 

N = ¥ hy, ve i ny ' | sified as experiences by chance oc- 

Lem , i?) ah \ Ke | ay currences and sensations that were 

Ale } <a) ee ae : rete | ani more true of “life.” It was inevitable 
+ 7 ces i % iat ti that the disjunctive features found in 

‘ “ a Net (oe Bee ad ; if the works by Johns, Rauschenberg, 
P SF eee Y i : ; : 

7 : ~~ foe ee a and Dine would be relayed into 

“ gY LOD I se | a their prints and “multiples” of the 

i} 2S ‘ ie Soe BS cotta sixties, doe 
| ae cn a et When Dine arrived in New York 

: rea ssarwesci ama se OB) in 1958, fresh out of art school, he 

ee became a committed creator of hap- 
penings under the influence of Kap- 
row who, as the artist recalled, 

“made us feel important, in a cre- 

ative and revolutionary way.” '° Dine 

7.6 new master-printers responded en- produced a few prints at the Pratt 

Jasper Johns thusiastically to unexpected chal- Graphic Arts Center,'' the most dra- 

Souvenir lenges. When Johns worked at Gem- _ matic a series of six that were trans- 
Color lith h (1970) 23% y ; 8 i i i EG, Seay (1970) 23% x 17% ini (color fig. 13), Kenneth Tyler mutations into lithography of Car 

Printed by Zigmunds Priede, Dan Socha, wag exuberant: “Let’s face it, he’s Crash, a happening he had staged at 
Frank Akers, and John Butkiewicz. C : : —o es 1 Rad 

, : ee one of the greatest lithographers the Reuben Gallery in 1960. Each 
Published by Universal Limited Art - : 3 7 ; ae 
Editions of all time—and one of the hardest print bore jet-black signs and sym- 

Shown in the exhibition, Jasper Jolns Prints to print. His stones yield the last bols—expressionistic abstractions of 

1960-1970, at the Philadelphia Museum Ounce of blood lithography has to destructive impacts, of violent letter- 

of Art (1970). yield.”° ings repeating CRASH among the 

Philadelphia Museum of Art. Gift of the The preference of some modern ranks of graveyard crosses with a ter- 

Artist. artists for disparate combinations of __ minal blood-red cross symbolizing 

themes, images, and materials had The End of the Crash. By 1961 his 

been invading the art of the Western developing doubts about happen- 

world during most of the earlier ings—their links to the theater
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and his role as creator and per- tional experiences. Images of engravings which he had obtained 
former—led Dine to conclude that commonplace kitchen vegetables from the morgue of the New York 

| he “couldn’t go on just making hap- _ were clipped from magazines and Times—a mélange of baseball score- 
penings, acting in skits, and pouring _ replicated by offset lithography— boards and a stadium, the “floor” of 

paint on myself. I wanted to do correctly or erroneously labeled by the New York Stock Exchange, 

other things . . . to make paint- his handscripts—and sometimes jockies, horses and harness-racing 
ings.” 8 In the summer of 1962, juxtaposed with random objects sulkies, a cat and a crossword puzzle 
Johns took Dine to the workshop at _ such as the pliers in Tomato and —with signs and symbols that com- 

West Islip where, in the years there- Pliers (color fig. 14). posed the fragmented “collage” of 
after, he created innumerable prints By the 1970s, eroticism was fla- contemporary Americana. Shades 

while his admiration for the proprie- _ grant in Dine’s prints of privy parts (fig. 7.9) provided another transi- 
tor flourished. “Working with Tanya or Four Kinds of Pubic Hair (1971), tory effect if a flashing light bulb on 

i} Grosman at Universal Limited Art transmogrified by drypoint strokes an extension cord (included with 
Editions on Long Island has been to form a hairy row in Five Paint purchase) was dropped behind the 
the catalyst for everything. She is Brushes (fig. 7.7) or the waving cilia “title page.” The “lithographic ob- 

| the only person I have ever met with which edged the hammers, wrenches, _ ject” was announced in an illustrated 
| standards for everything from coffee _roulettes, and punches that became advertisement by the Leo Castelli 

and babka to violet litho ink. She Dine’s private fantasies of Thirty- Gallery in December 1965.’° 
| has made me aware of paper.” * Bones of My Body (1972). Dine etched Two-dimensional prints by 
] The violence of Car Crash disap- portraits of the literary symbolists of | Rauschenberg also reflected earlier 

peared from Dine’s prints created at __ nineteenth-century France—Rim- features of his art, the assemblages 
ULAE and other workshops. More baud, and Flaubert whose The of “found” and dissimilar objects, 

| often than not his images were of Temptation of St. Anthony had in- sometimes brushed with paints— 

commonplace objects which lay spired fantastic beasts in Redon “combines,” as the artist chose to 

quietly on the printed paper sur- lithographs. Dine also etched innu- _ call the groupings. Those prints 
faces, defined further by diagrams, merable self-likenesses, intense with | were complex “combines,” too—im- 

emblems, symbols, and words. De- introspection as was Positive Self Por- ages transposed from inked objects, 

pictions of hardware that appeared trait or, from the same copperplate, _ photoreplications of reproductions 

repeatedly were ascribed to recollec- Self Portrait as a Negative (fig. 7.8). clipped from periodicals and other 
| tions of the tools his father—and Continuing the challenges to the _ printings or their transfer to the 

grandfather—sold in Cincinnati conventions of printmaking, Gros- stones by soaking with solvents, and 
shops. C-clamps, pliers, wrenches, man urged Rauschenberg to create - _ scumblings with a greasy crayon— 
scissors, awls, and chisels were litho- a “book” in 1964.'* Instead, he lithographs that mirrored his dis- 

graphed and etched as an inventory _ chose to print lithographs on Plexi-__missal of printmaking conventions. 
of “icons,” or silkscreened in the glas. The six plastic sheets, entitled Sometimes Rauschenberg made 

suite A Tool Box where they and Shades, were assembled as “multi- use of happenstance to create coded 

hammers, vises, drills, and hoists ples” or, as the edition was defined titles for his prints. In 1962, at 

were clustered with unlikely images _in the colophon, “24 numbered lith-  ULAE, a stone was fractured during 

| of kids and Donald Duck (1966). ographic objects.” Each unit or its proofing by Robert Blackburn. 

Dine’s familiar objects were chosen translucent “page” was inserted into In 1963 Rauschenberg chose to ink 

for portfolios, such as 1] Pop Art- a three-dimensional aluminum frame and pile the fragments at the bottom 

ists (1965) where Av bore erotic constructed with six slots. The “title of the gaping fissure, edition the 
hints—as in other of his prints— page” was fixed in position, but the stone, and commemorate the cir- 

by photoreplications of models’ five other “prints” were reversible, cumstances by the title Accident. 

legs and bodies assembled as a mon- could be rotated, or were inter- The lithograph, a curiosity and a 

tage surrounding “macho” symbols _ changeable for an infinite number of _ tour de force of printing by Zig- 
of a red pack of Marlboro smokes arrangements, not unlike the pages  munds Priede, received the Grand 
touched by the pricking point of an of unbound “nonnovels” of the time Prix of the International Print Ex- 
awl that lent the humdrum title. which were shuffled randomly and hibition V at Ljubljana, Yugoslavia, 
Bathrooms, toothbrushes, pastes, read and reread in chance sequences. in 1963.” 

and Bathrobe(s) with no figures— The tusche scumblings and dissimi- Rauschenberg’s Breakthrough II 

though a score and more were called __ lar letterings were from the hand of _ (fig. 7.10) received its title in 1965 
Self Portrait—engrossed Dine, as Rauschenberg, but most of the im- after a hairline crack widened during 

did symbolic hearts by which he ages were transferred to the stones the proofing of one of the four 
cast metaphoric allusions to emo- by inking photomechanical halftone stones used to produce the print. At 

| ‘
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LE the upper terminus of the fracture cept for hobnail boots. Printed in 

Jim Dine Rauschenberg added a truncated two contiguous sections at Gemini | 

Five Paint Brushes head of the Statute of Liberty up- G.E.L. in 1967, the lithograph/ silk- | 

ia ae roulette work (1972) side down. Tt was an addendum to screen matched the huge dimensions 

Poh ae ole Veschury Pree onde the miscellany of images in the com- _ of Leonard Baskin’s largest woodcut 
rg Press, London. a 5 i pay 

Shown in she exhibition American Princs: position—reproductions Gn reverse) figures and, as a tour de force, be- 

1960-1980, at the Milwaukee Art Mu- of The Toilet of Venus by Velazquez came the most-publicized piece of 

seum (1982). and Houdon’s statue of George Rauschenberg’s series Booster and | 

Milwaukee Art Museum. G. P. Foundation Washington in the Virginia state cap- 7 Studies. 

Fund. itol; photographic facsimiles of an Rauschenberg spurned conven- 

extension cord jack and keys; scum- __ tions of printmaking in his choice 

blings; and traces of an eye chart and manipulation of media when 

that had been printed from one of creating prints. He designed Shades 
the four lithographic stones on an as a “lithographic object” and con- 
earlier occasion. cocted Revolver (1967), a power- 

Rauschenberg assembled Booster driven construction more complex 

(fig. 7.11) with fragments from ear- than Marcel Duchamp’s Rotorelief of 
lier prints—chairs, arrows, drill the thirties. The metal base of Re- 

heads, athletes in action, and scum- volver held in an upright position 

blings with lithographic tusche and _five transparent Plexiglas disks— 
crayon—floating them beneath an silkscreened in color with a hurry- 
astronomy chart inscribed with the scurry of words, diagrams, and im- 

1967 orbital paths of Jupiter and ages, including Le bain Turc by 

Saturn and flanking full-scale X-ray Ingres—each of which could be re- 
films of the artist’s body, naked ex- volved forward or backward. Surely, 

|
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} 
| 

| esi | 
the many excursions into litho- 
graphic printing had dispelled 

| Rauschenberg’s doubts of 1962 

“that the second half of the 20th | 

century was no time to start draw- ‘ 

ing on rocks.” '* Moreover, if there | 

| had been similar skepticism about ie 

} printmaking among other painters | 

and sculptors who were publicized | 

| in art and mass periodicals as gener- i, a aa ate a 

| ating new artistic tides in America, Vs wo 5: wy 

i they were frequently suppressed. P ei a 

Artists and dealers alike found that A | @ 

collaborations with master-printers it { 
at the new workshops and the incre- \ > rH a 
mental values of prints in the mar- i Pees Es; | 

} ketplace were irresistible. Johns’s as) Se are a 

color lithograph of Ale Cans, for ex- i er x“ ee i 

ample, issued in 1964, commanded a ae 5 | 
an asking price six years later of i y a Sar! he | 

5 ; ri. Rn aa ye | 
$3,500 for one impression from the ie : es AUN 

edition of thirty-eight.’ i se é , tes 59 | 

Grosman considered herself a ‘os os if 
publisher primarily, although she seus nner | 

lent advice, a shop, and master- i 

printers to the score of artists she f 

invited to ULAE in West Islip dur- k 
ing the sixties. The Tamarind Li- | 

thography Workshop was a different : 

kind of printmaking enterprise. & 

Tamarind was envisioned as a center | 

of research and education,” a place 

where the testing of artistic and Fe. 

technical resources could affect 6 

the welfare of the art far beyond 
the walls of the workshop. Thus, zi 

in a manner akin to many other 
problem-solving projects supported a 

by the Ford Foundation, Tamarind two-month residencies with hono- 7.8 ie 

became involved in assessment of raria of $1,000 and expenses to each Jim Dine ie 

the tools, materials, and processes of _ of nearly 100 artist-fellows recom- Self Portrait as a Negative 3 

lithography—old and new—estab- _ mended by a selection panel com- Etching (1975) 9% x 67% . i 

| lishing long-overdue standards of posed of printmakers, museum Ise eas erence cet Ee 
documentation for prints and edi- directors, curators, art critics, and Oe ELBE ee 

- al B Z ae ° 2 Shown in the retrospective exhibition, Jim ge 
tions, issuing books and pamphlets _editors.”” Consequently, during the py), pyints: 1970-1977, at the Williams g 

on the concerns of printmakers and —_ decade of the workshop’s tenure College Museum of Art (1977), and in ae 

workshops, and, in 1971, publish- and thereafter, the Tamarind proj- Artist and Printer: Six American Print Be 

ing a landmark volume by Antrea- ects had far-reaching influence on Studios, at the Walker Art Center, Min- i 

sian and Adams, The Tamarind Book American lithography, both directly —_neapolis (1980). oes 

of Lithography: Art and Techniques." and through infinite rippling effects.  Elvehjem Museum of Art. a 

Furthermore, Tamarind became a Tamarind flourished because of oe 

workshop of new opportunities the determined enterprise of the an 

through the training of three score _painter-printmaker June Wayne who & 

master-printers, by its welcoming of _ launched it in 1960. Twelve years fa 

guest artists, and the granting of earlier, Wayne had perceived that li- ee 

ee 

a 
te |
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7.9 in American Graphic Workshops: 1968, at 
Robert Rauschenberg the Cincinnati Art Museum (1968), and 

Shades in the retrospective exhibition, Robert 
Lithographic object (1964) Rauschenberg Prints: 1948/1970, at the 

| 15 x 14x 12 Minneapolis Institute of Arts (1970). 
Printed by Zigmunds Priede. Published by Courtesy of Universal Limited Art 

Universal Limited Art Editions. Editions. 

Shown at the Leo Castelli Gallery (1965),
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#4 
ae 

thography was a medium sympa- eed = ys Ee 

thetic to her artistic conceptions.”* f ‘Toei ota i ; 

Many of her subjects were evoked P| | ‘ { \ a 

by the writings of Franz Kafka and i — | He 

John Donne, from whose words ! — | e 

Wayne extracted ephemeral visions ' j Ye | i 

laden with images and metaphoric i, ig } a 

symbols of human emotions. Her \ 1h pie : 
. \ i at 

prints soon brought awards at i BR ae 

shows in southern California and, I ie a ee as ¥ lee 

by 1952, were being displayed at | Genoa pet lia he & : i 

The Contemporaries gallery in New | ae b a <A ba 

York and chosen by the Art Institute . | 4 “> Yt ue 
‘ a : Paes ti | # aS ee 

of Chicago for one of its exhibitions { ii } ree | ee 

| of works by printmakers in early or ~ | Pe 5 cues N aaa - be 
midcareers.* In 1953 Wayne’s litho- B3 be 5 Pees a ow a 
graphs began to receive honors in = Sade a ve ; oS eee : | be 

the East. From the 35th Annual Ex- E 2 - 2 s P = ve 
hibition of the Society of American a Py: ae a 

Graphic Artists, hung in the gal- * — ¥ > id e 

leries of Kennedy and Company, she : i "se" ; ae ae TF E 

received the Knobloch Prize and at te i 4 aw 4 es) a= whe 4 E 
the Library of Congress a Purchase os eS a be \ eT oo ce ae a 
Prize was awarded by the jury of iy a ia A ; ee Tar e ) jury o ES Se oe i Asa an ria ee eee oe ~ Ee 

the Pennell Fund. Both awards were v \ 4 ‘ § be. f iN Alig oe 4 & 
for impressions of The Witnesses a \\ oo eae i Ae POY oa\:, Seta za Pee 
(1952), a theme stimulated by Kaf- \ / \ 1 Sod ain t Po Ca a i 

ka’s The Trial.* At the same time in NY \ Y i Gam =n |) fe wi ON at | 4 

1953, a “retrospective exhibition” of i i { ive i) ae eo! ; ny % Mia ri = 
Wayne’s five years of experimental li- ph " * pa Rea = | ‘ 4 a REE on « ts Te | es 

thography was presented by Mar- i. fl: ene ome ie is ie" ¢)) le 7 

garet Lowengrund at The Contem- i id i 2 oe : z 3 a + i it F Z a H iH 

poraries gallery. A! yl 2 Sh it i] Ys iy =. al igs 

Wayne’s impressions had been Ri + ee ee F ‘ Nas a 

printed from stones in collaboration 4 eau bs { | i" \ - 

with Lynton Kistler, a leading West ae ; " is ; BS 
Coast lithographer who as early as f oO oa : Bs M . 

1933 had printed lithographs in <Poeee / : eae hae ae ie 

color for Jean Charlot (color fig. : Bie ee P hed = 

15).76 In 1953 Kistler began to suf- it hy‘) \/ = —<—— or a Pe 

fer allergic reactions to the acids Nw y Se DEG as an mi palace a 
used in hand-printing.”” Thus, in a “ 
1955 with Kistler, Wayne turned to Ba 
offset lithography on high-speed Be 
commercial presses for a series of 7.10 lery of Ontario (Toronto, 1979). ie 
six “fable” prints—the zinc plates Robert Rauschenberg Achenbach Foundation for Graphic Arts, te 

“stopped-out” by sand, pebbles, Breakthrough IT : the Fine Arts Museums of San Francisco. ie 

twigs, beans, and other organic ma- Color lithograph (1965) 4872 x34 Hes 
terials for simulation of textures Published BT perl eepicce Are ve 4 

: : Editions. ae 

| Bee Sprayed lithographic Shown in the retrospective exhibition, UE 

tusche from an airbrush. The se- Robert Rauschenberg Prints: 1948/1970, a 

ries—a venture enkindled by the at the Minneapolis Institute of Arts es 
hope, unfulfilled, that the tales and (1970), and Contemporary American = 

prints might be published as a livre _ Prints from Universal Limited Art Edi- ae 

de luxe—bore Wayne’s liberal visual- tions / the Rapp Collection, at the Art Gal- ae 

~ 
—
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1] 711 -— = ee 
al Robert Rauschenberg eGo 12 x 

: Booster : ie Ee 4 i 

] Color lithograph/silkscreen (1967) g 1} sind 
; 71 eo X 35% Raee at cvaieaainat gin 

y © Gemini G.E.L. ii : ‘Ni foo } 
i Shown at the Leo Castelli Gallery (1967) i \ 4 Whiff ee 

: and in the exhibition, Technics and Cre- fel fi 
| ativity XL Gemini G.E.L., at the Museum | 4 wr 7 . 
1 of Modern Art (1971). * . ee oe | — 

| Henry Art Gallery, University of = . <= — 
| Washington. Gift of Anne Gerber. oa | 
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| Tower of Babel A = TAK a ie sf : 
eas Lithograph (1955) 26% x 19% 0°. ae ta ; hoe sipese 

tH Printed by Lynton Kistler. "g Ss : ca Phx 
baa Achenbach Foundation for Graphic Arts, Fa = , ag 

| the Fine Arts Museums of San Francisco. 
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a TAB THE RISING SUN. 

a J une Wayne Busy old fool, unruly Sun, 
; Shine here to us and thou art everywhere Why dost thou thus, 

24 Lithograph (1956) 18% x 24% Through windows, and through curtains, call on us? 

a Printed by Lynton Kistler. Must to thy motions lovers’ seasons run? 

sal Achenbach Foundation for Graphic Arts, . 
a i 5 Thou, sun, art half as happy as we, | 

ase the Fine Arts Museums of San Francisco. : fae ey | 
i . . .and since thy duties be 

bs 5 To warm the world, that’s done in warming us. | 

Ae : Shine here to us, and thou art everywhere; | 

a] This bed thy centre is, these walls, thy sphere. ! 

ey 

ad 
cary 
eo 
arid 

ge 
aes:] 

ea 
fo] ee eae me 
pan (Selected lines from “The Rising Sun,” The 

as Songs and Sonnets of John Donne. Introduction 

Ea and explanatory notes by Theodore Redpath. 

ae {London: Methuen, 1956].) | 

ai 
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izations of fables written by Abra- couragement of a project proposal. _ purchased by the Pennell Fund for 
ham Kaplan. Tower of Babel A (fig. The prospectus for a lithography the Library of Congress, forecast a 
7.12) was composed with images al- _ workshop and six goals for its theme Adams transformed into the 
luding to Kaplan’s The Root of Mis- programs” was drafted by Wayne abstractions of the Window Series, 
understanding in which the builders _ with helpful counsel from Clinton one of the first suites created at 
of the tower, a high priest, and the Adams.* The proposals received ap- Tamarind in 1960. Plate III (fig. 
many peoples who climbed toward proval by the Ford Foundation in 7.14) from the series of ten was se- 
heaven found “a nothingness,” with —_ late 1959 and an accompanying lected for the résumé of prints pro- 
the “confusion of tongues” no more —_ monetary grant allowed Tamarind to duced at the workshop when the 
than a gabble of returned travelers’ open in 1960. During the first year | Museum of Modern Art presented 

tales.?* Adams and Antreasian, as staff Tamarind: Homage to Lithography 
The visual imagery of Wayne’s members and artists experienced in _ in 1969. In those ten years the com- 

prints often created anew themes lithography, lent their organizational _ plexities of design and execution in 
from literature. Those that tran- skills and creative minds to the de- the Window prints were modified 
scribed love lyrics by John Donne velopment of Tamarind’s physical re- by simpler abstractions which ap- 
(1572-1631) coincided with the sources, research, and programs. peared in the ten lithographs that 
midcentury revival of admiration for Visiting artist-fellows were stimu- composed the “Venus in Cibola” 
the metaphysical poet. Shine here to _ lated to create single editions as well _ suite, created in 1968—1969 when 
us and thou art everywhere (fig. 7.13) as the numerous suites of prints Adams—on leave from the Univer- 
comes from the last two lines of that, by 1962, were especially en- sity of New Mexico—returned to 
Donne’s sonnet which begins with dorsed by Wayne.*! Tamarind as an artist-fellow.** The 
a scolding of “The Rising Sun.” While teaching painting and chaste design and color of Venus in 
Wayne transformed the words into a _ printmaking at the University of Cibola I (color fig. 16) lent an ele- 
visual ambiance of sun, planets, and California, Los Angeles, Clinton gance to the erotic symbolism that 
clouds which yield a heavenly couch — Adams had begun to work in lithog- Adams evoked for an imaginary al- 
for lovers in warm embrace, modify- _ raphy in 1948 at Lynton Kistler’s liance of the goddess and the legen- 
ing Donne’s metaphor in which the shop where he met June Wayne in dary golden cities sought by Coro- 
bed of love within four walls has be- _1949.%? Both shared an interest in nado in the Southwest. 
come the shining center of an orbit- _ lithography; they also had similar Garo Antreasian, largely self- 
ing sun that warms the lovers, and exhibiting histories. By the early taught in lithography, became an ac- 
likewise the world. fifties, Adams was well represented _ tive exhibitor in the fifties. He ex- 

Subsequent compositions and a in the exhibitions of southern Cali- hibited work at the Esther Gentle 
search for a fine printer led Wayne fornia and Margaret Lowengrund Gallery (1952), in several of the 
to Paris in 1957 and the shop of had displayed his prints at The Con- competitive print annuals at the 
Marcel Durassier. The collaboration _ temporaries gallery in New York. In Brooklyn Museum, and as an in- 
was exhilarating and the prospect of 1954, Adams’s Second Hand Store II _ vited artist for the American section 

a livre de luxe took her to Paris again _was chosen for the exhibition of of von Groschwitz’s 1960 Interna- 
in 1958 where Durassier printed Young American Printmakers at the __ tional Exhibition of Prints at the 
the lithographs for John Donne, Museum of Modern Art and The Cincinnati Art Museum. Antreasian 
Songs and Sonets, Lithographs by June — Cabinet received a Purchase Prize in displayed a lithograph in color, 
Wayne—some of them her earliest the 26th International Exhibition of — Lime, Leaves and Flowers, at the Cin- 
impressions in color. The experience | Northwest Printmakers at Seattle. cinnati exhibition; for its catalogue, 

! strengthened her conviction that Both prints were marked by the sub- _ he wrote, “my purpose is to restore 
there was an imperative need for a tle control with which Adams han- _ lithography to its rightful place as 
program that would improve the dled the lithographic crayon in a major print medium dedicated 
quality of lithography in the United _ sublimating the realism of still-life to ambitious concepts.” ** When 
States, depictions. Both his interest in American Prints Today / 1959 was : 
Upon setting forth and returning _ lithography which continued to par- _ shown in October at the Los An- 

! on her second journey to Paris in allel that of Wayne and his adminis- _ geles County Museum of Art, Wayne 
| 1958—1959, Wayne stopped in trative experiences at the universities admired his color lithograph of 

New York to call on W. McNeil of Kentucky and Florida made Fruit and wrote to Antreasian who, 
Lowry of the Ford Foundation. Adams a logical choice as the first meanwhile, had been asked by the 

Her persuasive argument that ways _—_ Associate Director of Tamarind in Ford Foundation for his opinion of 
. should be found to “revive” the art July 1960. the Tamarind proposal.** Shortly 

of lithography prompted the en- An intaglio, Window II (1959), thereafter, Antreasian was invited to 

| ‘
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i 7.14 1 a hacer a - eens 

24 Clinton Adams ‘ ; 

J Plate IIT, from the Window Series e “i Se re a RE Rott bso al samt To Eola P 

: Color lithograph (1960) 1476 x 11 eS Be ae eae Pe eee 

EB ! Printed by Garo Antreasian and Joe Funk ; i ; z= 

i at the Tamarind Lithography Workshop. . © a 

ke Shown in the one-man show at the Felix x ae m o eS 

a Landau Gallery (Los Angeles, 1961) and x Ag SS RES Sa ea . Fe 

Be in the exhibition, Tamarind: Homage to a Ses SR Oe 2 i 

Lithography, at the Museum of Modern =. SSO eas 3 s is ¥ RE he ig b 

Art (1969). q Se ee Se aS 3 

bs University Art Museum, University of Nw | ERs Wi eS | a 

a Mexico. Collection of the Tamarind - S Ss ACERS : ae a 

Yl Institute. a ; AA : a : 

A sa ee , — : ae 
re ig = ed a % ad 

an 7.15 Za ‘ ee A a 

a Lithograph (1962) 30% x 22% = ae aoe 8 al oe ae a. 
i Printed by Bohuslav Horak at the a i a af a ee, ve oe nie 

ie Tamarind Lithography Workshop. a: age re 5 ben re a i ‘i 

Es Shown in the exhibition, Tamarind: ; \ enc : sa | a 

a Homage to Lithography, at the Museum of 4 as a ae = 

a Modern Art (1969). Bs 3g “weit a el Beal. Pi 

@ University Art Museum, University of New 4 aN an, 2 i ? ie fete Jes. 

Be Mexico. Collection of the Tamarind ‘3 ee ee ne a A ; Bee : 

Ps Institute. a iG Oe ¢ Pr a { Sed. 4 i 

a 
a Be. Le Ra et , sl 4 

1 - — 

: oy gfe hat 

a a ¢ i he 
ty a : J Es 

ae i : Pe 

ae pa m ‘ai esi 

E | ee ee ee ae ee ek ee 

a 

we serve as Technical Director during inal staff members that were prece- were among the early artist-fellows, 

ES the start-up of Tamarind and asked dents for the many lithographic printmakers from wood who re- 

ft for a leave of absence from his teach- suites produced during the next ten _ sponded to lithography by adjust- 

al ing at the John Herron Art Institute _ years of Tamarind at Los Angeles. ments in design. The critical com- 

i in Indianapolis. The roster of more than a hundred mentaries on the modern world that 

baa In 1960-1961 Antreasian created _ artist-fellows whose creations com- _ appeared in starkly simple woodcuts 

ae two suites, Fragments and Tokens. plemented the diversity of contem- _ by Frasconi were themes treated 

The former was composed of twelve _ porary art reflected the mixture of more elaborately in the sixteen litho- 

Pa prints—lithographs, color litho- artistic preferences of the committee graphs of his portfolio Oda a Lorca 

a graphs, and collage-lithographs— members and staff who nominated (1962). Franco I (fig. 7.15)—a 

ee designed in an array of “fragments” —_and selected artists for grants. The shadowed portrait, encased in 

a that bore allusions to geologic fifty guest artists who requested to horned and mitered armor of the 

q ; masses or residual markings of fos- work at Tamarind without the finan- Spanish state and church rising 

tee silized microorganisms. Thus, Frag- cial support of fellowships were menacingly above a ruined land and 

a ments (color fig. 17) and Adams’s similarly diverse.*° people—was chosen from the port- 

al Window Series were projects by orig- Frasconi, Kohn, and Yunkers folio for the workshop retrospective, 

See 

A
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Tamarind: Homage to Lithography. painting of a Crucifixion in 1950, in reverse. This led to a redrawing 

And Kohn, who had turned to in- were preludes to the expressionistic of the lower part of the stone and 

taglio for freedoms never possible in _ intensity of his subject treatment the printing of Black Christ I, the 
wood-engraving, further exercised when he turned once more to li- inking of a purple background for 
the option in lithography at Tam- thography at Tamarind. He paid Black Christ IT, and finally in the se- 
arind when he created, in current homage to the late-Medieval Ger- quence a printing of dark blue and 
idioms of “monster art,” the pitted man master of the Isenheim Altar red with a reversal of the face back 

torso of a grotesque Giant (fig. with a Griinewald Study (fig. 7.18) to white. As the last version was 
7.16)—which toured the country in _ of the agonies of Christ and the being proofed, the report of the as- 
American Prints Today / 1962, and —_ mourners below the cross. sassination of President Kennedy 
was displayed in the Illinois biennial Nathan Oliveira was a young came over the workshop radio and, 
of prints, drawings, and watercolors _ printmaker of twenty-three when his _ thus, the print was given a com- 

at the Art Institute of Chicago reputation began to reach beyond memorative title, November 22, 

(1962). the West Coast by the selection of 1963.*° 
Yunkers’s artistic tendency toward Arena, a print of the bullring, for Unlike the preferences of Lebrun 

painterly expressionism—suppressed _ the 2nd International Biennial of and Oliveira for defined themes and 
to some degree by the woodcut me- | Contemporary Color Lithogra- discernible images, the prints of 

dium despite the use of multicolor phy—the first of four lithographs in Sam Francis were laden with the vi- 
blocks—soared in Skies of Venice color to be displayed sequentially in sual idioms of a completely abstract 
(fig. 7.17), a series of nine litho- the exhibitions that von Groschwitz “expressionism.” More often than 
graphs. Painterly in conception, al- presented until 1958 at the Cincin- _not Francis assigned Untitled (color 
though monochromatic, Yunkers nati Art Museum. Oliveira’s com- fig. 18) to the lithographs. Nonethe- 
recalled, “I was chiefly concerned mitment to lithography in those less, a viewer’s response was tilted 
with the ‘grays’ in a print, difficult years led him to acquire stones anda toward unencumbered aesthetic 
to preserve when printing an edi- press for his studio in Oakland and _ pleasure by the floating free forms 
tion. Thanks to the master printer to develop his printing skills. Asan _ and dotted trajectories lavishly im- 
[Bohuslav] Horak who printed my artist-printmaker, he converted sub- _ bued with brilliant colors. Although 
stones we succeeded in producing jective single figures—man, woman, Tatyana Grosman had persuaded 
grays light as a whisper.” ” or animal—into visionary and som- __ Francis to work at ULAE in 1959, 

Nominating and selecting artist- ber images. the stones were not printed until 
fellows was bound to be risky and Oliveira’s first collaboration with 1968. In the meantime, fifteen color 

von Groschwitz, a committee mem- _master-printers was in 1963 at Tam- _ lithographs were printed for the art- 

ber, judged that some of the prints arind when he created Homage to ist in 1960 by Emil Matthieu in 
produced at Tamarind were less than Carriere (fig. 7.19). The print of Paris*! and, three years later as an 
splendid.** Nonetheless, American tribute—a symbolic face, nimbus of _ artist-fellow, Francis created nearly 

lithography was stimulated by the a sacred personage, and the inscrip- _ 100 prints at Tamarind. The ease 
prints of excellent quality created by _ tion of Carriére’s name—was more _ with which lithographic tusche al- 
more than a majority of the grant- an icon than a likeness of the late- lowed Francis to create fluid, color- | 
ees. Their artistic generation, con- nineteenth-century French painter- _ ful prints akin to his paintings } 
ceptual preference, and geographic printmaker. The sublimated features | 
origin were all varied. Artists came of a whitened visage emerging from 
to Tamarind from the East, Mid- the blackness, however, transcribed 
west, and the West Coast. Three an admiration of the chiaroscuro 7.16 

were from California during the that cloaked with mystery the im- Misch Kohn 

early years of Tamarind—Rico ages by Eugéne Carriére, promi- Giant 
Lebrun, Nathan Oliveira, and Sam nently so in two heads of 1885—a Lithograph (1961) 414 x 29% 
Francis. Self Portrait in oil and the litho- Printed by Bohuslav Horak at the 

Rico Lebrun, who was past sixty graphic vision of his daughter, Téte oo eee yD Weehe < 
‘ : é own in the exhibition, American Prints 

when he was an artist-fellow at de femme, published in L’Estampe Today | 1962, sponsored by the Print 
Tamarind, was admired for superb originale—the latter a print pos- Council of America, and in the Ilinois 

drawings and the draftsmanship of sessed by Oliveira.” Biennial, at the Art Institute of Chicago 
lithographs he created in the forties Upon completion of Homage to (1962). 
at the shop of Lynton Kistler. Hu- Carriere, Irwin Hollander—then University Art Museum, University of New 
man tragedies and religious themes, manager of the Tamarind shop— Mexico. Collection of the Tamarind 
quintessential in his muralesque suggested that the image be printed Institute.
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Hy TAZ encouraged him to return to Tam- gloomy omens of human behavior. 

: Adja Yunkers arind in 1969, to work with Ken- She had been composing themes of 

a Skies of Venice I neth ‘Tyler at Gemini in 1971, and _lemmings,** whose irresistible rush 

; Lithograph (1960) 21% x 31 to establish his own studio in 1973 _ to mass suicide must have seemed 

aH : ranted [ rua es rang in Santa Monica, where he collabo- __ the foretokening of a modern self- 

Hi] BON I ee one rated with the master-printers destruction for the human race. A 
; The suite of nine lithographs, Skies of Ven- 5 E 

ree ; A Hitoshi Takatsuke and George blackened vortex, between heaven 
= ice, was shown at the André Emmerich io ; . 

ae Gallery (1961). Skies of Venice I was Page. and earth, was ringed by orange, 

e Shown in the exinbuion American Prints In 1965, At Last a Thousand green, and yellow turbulences | 

Be Today | 1962, sponsored by the Print (color fig. 19) by June Wayne was where, amidst eccentric swirls, were 

z | Council of America, and in Tamarind: intended to celebrate the count of flying flecks of blue—abstract in the 

a Homage to Lithography, at the Museum of _ prints produced at Tamarind. How- final print, though in an earlier state 

a Modern Art (1969). ever, the thousandth edition of the more clearly forming shapes of hu- 

Be Ui niversity Art Museum, University of New shop, reserved for her, was exceeded man bodies. 

ey Mexico. Collection of the Tamarind before Wayne’s color lithograph Before Tamarind in Los Angeles 

aa Institute. could be printed in its final state. was succeeded by the Tamarind In- 

4 The title and its count were not stitute at the University of New 

- happy tidings of the subject which, Mexico in 1970, all lithographs had 

85 as in many created by Wayne, bore been imprinted with the workshop’s 
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| 
embossing stamp, or chop (2—4)— — Graphics—Editions Ltd.) in Bos- 7.18 
the alchemist’s symbol for stone. A _ ton. As a group, the more than Rico Lebrun j 

Definitive List of Chops used on Tam- three score trainees contributed to Griinewald Study fi j 
arind Lithographs for the Ten Years the flourishing of the art when they eau (1961) 257%6 x 3076 
July 1, 1960 to July 1, 1970 illus- became printers at those and other E vrinted by Bohuslav Horak at the 

| trated the personal chops of the workshops or served as instructors Oe Tele eal Wares | 
‘ . : 2 oe x oo Shown in the exhibition, Tamarind: 

sixty-six printer-fellows, among in lithography at universities and art Steps ona il eimanday cap none j 
them eighteen certified as “Tam- schools throughout the United Mod. ct Art ( ae ~ Be 

arind Master Printers.” ** Upon leav- States and Canada. [ University Art Museum, University of New : 

ing Tamarind some printer-fellows By 1970 Tamarind’s subventions —_ yexico, Collection of the Tamarind | 

established or directed new shops as _ from the Ford Foundation were Institute. 
did Ernest de Soto (Collector’s being phased down and planning Re 
Press) in San Francisco, Jean Milant —_ began for a transition from the Tam- | 
(Cirrus Editions) and Kenneth Tyler arind Lithography Workshop in Los be 

| (Gemini Ltd., later Gemini G.E.L.) _ Angeles to a modified enterprise, ine 
in Los Angeles, Jack Lemon (Land- _ the Tamarind Institute in Albuquer- ie 

| fall Press) in Chicago, Irwin Hol- que, New Mexico. Adams and An- | 

lander (Hollander’s Workshop) in treasian, as early officers of Tama- | 
| New York, and Herbert Fox (Fox rind and later as consultants, had 

| ; ig 
!
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sustained their interest over the continued well into the seventies de- shadowing the brooding face be- 

years and in 1965 initiated a pro- spite the diversity and excellence of __ low the Indian’s black hat on which 

gram of pretraining for printer- prints displayed in national exhibi- are pinned the fragile remains of a 

candidates at the University of New __ tions or in the extensive Tamarind Monarch. In the judgment of Gus- 

Mexico before they moved on to the _ Institute editions, printed in Albu- _tave von Groschwitz it is a “litho- 

Los Angeles workshop. A logical querque,** of seventy-five artists graph which stirs mixed feelings of 

development, therefore, was the al- from all over the country. Jack admiration and pity . . . one of 

liance of the Tamarind Institute Tworkow, a prominent “elder” of the most memorable prints in the 

with the College of Fine Arts on the Abstract Expressionism, displayed a exhibition.”* 
Albuquerque campus.* In 1970 preference late in his career for ab- Elaine de Kooning created twenty 

Tamarind’s equipment and archives tract color fields behind geometri-_ editions at the Tamarind Institute 

were moved from Los Angeles and cally intersecting linear composi- in 1973. She returned in 1977 to 

in the years that followed the Insti- tions, untitled except for the cita- produce eight thematic variations of 

tute served the University in its tions TL (Tamarind Lithograph) the Jardin du Luxembourg (fig. 7.22) 

printmaking program, as an infor- and the numberings of his eight edi- of which four were exhibited in 

mational enterprise through the tions (1977-1978). Tworkow’s Tamarind—Suite Fifteen. Pastel 

publication of the Tamarind Techni- conceptions were echoed in etchings _ shades and vernal lights shimmered 

| cal Papers—tater issued as the Tama- subsequently printed at Jack Lem- in the Parisian garden—dissolv- 

vind Papers—and as a workshop for _ on’s Landfall Press. ing to formlessness the sculptured 

custom printing that became self- The images of human anguish revelries of Bacchus, Satyr, and 

supporting through the sale of litho- and violence that had permeated bacchants—when de Kooning 

| graphs after editions were split fifty- earlier woodcuts by Jacob Landau cloaked a leafy bower with the scin- 

fifty with the visiting artists. (fig. 7.20) were revealed, once tillating brushwork of a latter-day 

The prints created in the sixties at__ again, in lithographs of the Divine “impressionism.” 

the Tamarind Lithography Work- Comedy. These were conceived ini- Nathan Oliveira conveyed in four 

shop had provided one corpus of tially in the unfulfilled prospect that succinct compositions the silent 

evidence that contemporary Ameri- they would serve as illustrations ac- __ watchfulness of raptors and the im- 

can printmaking bore a multitude of | companying a publication of John mutable poise granted all birds of 

conceptual riches. Essayists for art Ciardi’s new translation, published prey. Each lithograph of Acoma 

journals, however, wrote principally _ in 1977, of the journey of Dante Hawk (color fig. 20)—by a singular 

about the prints of younger painters and Vergil through Hell.” image and deep chiaroscuro—pos- 

of the “New York School” and “Pop To mark the decade and a half of __ sessed the essence of a lonely hunter 

Art” which were favored by pub- Tamarind, fifteen artists were invited scanning mesas near Acoma, an an- 

lishers and dealers in New York. in 1975 to create four lithographs cient pueblo of New Mexico. 

Such oversight in the periodicals each.** The sixty prints were com- Suite Fifteen was a celebration of 

pleted in 1977 and, with the title Tamarind lithography. It was also a 

Tamarind —Suite Fifteen, first ex- précis of the eclectic array of content 

7.19 hibited at the Art Museum, Univer- — and style in current printmaking; ; 

Nathan Oliveira sity of New Mexico. Wayne, Adams, Untitled color abstractions by David 

Homage to Carriere and Antreasian were represented as Hare were hung near the atmo- 

Lithograph (1963) 30¥%8 x 22% early principals of the workshop in _spheric pictorial of landscape and 

Printed by Aris Koutroulis at the Los Angeles. Among the other cyclone in James McGarrell’s Quota- 

Tamarind Lithography Workshop. twelve was Fritz Scholder, who by tion with Twister (fig. 7.23). The 

Shown in New Dimensions in Lithography: then had created more than 100 expressionistic distortions of col- 

Tamarind Lithography Workshop, at the lithographs at Albuquerque. The ors and human form in George 

University of California, Los Angeles four prints embodied his personal McNeil’s monstrous Philadelphia 
(1964), in the retrospective exhibition, perceptions (he himself was one- Woman were displayed alongside the i 

LNashaes 0 lapel Ie eas aE quarter American Indian) of Native conceptual opposite of Words-as- 

rake a8 Te ten ey Americans, their heritage, and cur-  -Art—au courant supplements to the 
seum and the San Francisco Museum of : : . naeice Pasir: 
Arr (1065), aad unebiltion of ants rent cultures—images that had pictorial communication 0 paint 

from Tamarind at the Felixc Landau Gal- evolved from the insights of his ing—in Edward Ruscha’s yellow, 

, ! lery (Los Angeles, 1966). youth in the Dakotas and adulthood blue, and black “placard” with bold- 

} University Art Museum, University of New in the Southwest.” Indian with But- face letters bearing the platitude 

| Mexico. Collection of the Tamarind terfly (fig. 7.21)—is an evocative THERE’S NO JOB TOO SMALL. Suite 

Institute. portrayal with a dark silhouette Fifteen demonstrated that the re-
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Jacob Landau 

The Violent Against Themselves. Circle | 

VII, Canto XIII 

Lithograph (1975) 23 x 17 
Printed by Richard Shore at the Tamarind 
Institute. 
University Art Museum, University of New 
Mexico. Collection of the Tamarind 7.21 

Institute. Fritz Scholder 
A man may lay violent hands upon his own Indian with Butterfly 

person and substance; so in that second round Color lithograph (1975) 40 x 20 

eternally in vain repentance moan Printed by Richard Shore and David 

the suicides and all who gamble away ; Salgado at the Tamarind Institute. ? 

and waste the good and substance of their lives Shown in the exhibition, Tamarind—Suite 

and weep in that time when they should be gay. Fifteen, at the University Art Museum, 

a en A 7 ieee ee University of New Mexico (1977). 
a ater ee es University Art Museum, University of New 

(Dante Alighieri, The Divine Comedy, es ; . 
translated by John Ciardi [W. W. Norton, Mi Gala tb Collection of the Tamarind 
New York, 1977]). Institute.
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aa a 
ie : sources of a workshop and the col- aoe ¥ a 

ae laborations in printing could accom- | ; ee a t és a ae, 

, modate artists of very diverse tastes. ‘ a, pie . p ~~ nz -— 

eo Both Atelier 17 and the Iowa Se I Ee A | ys a Mt 

4 Group had enjoyed substantial rec- ae . . & re ‘Wad Sire 

a ognition following their didactic ex- pee Baas a. er a, 

Ee hibitions, New Directions in Gra- ee ee ry, §S > 5 : 

7a vure (1944) and A New Direction Ne 3 a ; see \ A Pe 
: in Intaglio (1949). But new work- -»- 4\. A, I hs 

z shops received only a scatter of no- bY’ a. ae ANS a . 

Bt tices until the early sixties when ey LN N wy Nae - 

| Artist’: Proof published briefs ae ed SS pace Ee nn Ww fe 
: Ted p : x es sf 

a about George Lockwood’s Impres- ~ N Von ot e i 

oy sions Workshop (Boston), the In- ee RAs aM 3 aN eo 

a taglio Workshop of Letterio Ca- 6 Ss oe . ' ‘a : ep 

i lapai and Robert Blackburn’s Cre- te, baa LA ; : 

\ ative Graphic Workshop (New ¢ 4 N ae “Ee » : 

A York), and slightly longer sum- : ame 
7 maries by printmaking directors— : ) 1 hog 
id Malcolm Myers on the University iN i ea | 

; of Minnesota, Jules Heller about i ' , Ney | 

i the workshop at the University of f P| : ' F ‘ a Se 

i Southern California, and June ley. A , } . \ | 
a Wayne on the first two years of " oY Nabe 4 , 

ee Tamarind.*! | vie wy a a By ‘ : j 

4 The growing importance of work- | . / PANS s | 
is shops led the Associate Curator of 1 a) a a ‘ SS ~ | 

ig Prints at the Cincinnati Art Mu- ~, ay) ie or | 

af seum, Mary Welsh Baskett, to state $ ? a > r. " \ | 

is as the rationale for mounting an ex- (Cg f iss hd aN Sis \ | 

Ba hibition of American Graphic Work- ag Le v7 Be ee wes & \ ’ | 
: shops: 1968, Over the last twenty- a v are ve LH = = _ 

e five years, this country has seen a r F a 5 4 % eS A 3 | 

zB phenomenal expansion in creative SP hig eos wf. es 7 | 

ee intmaking focused on graphi ad Nee! Peet | ae printmaking focus graphic ke | Rey A ON ‘ ) | 

a workshops . . . [and] the workshops; — iS a BL ~ whe oS aN e. \ * | 

| are essential to the continuation of coe ae oa ‘oo aa % ; ! 

Bg the art.”*? “eee ‘3 

" The prints assembled at Cincin- 
Hi nati came from the Hollander Work- _ tirical jab at the mores of modern 722 

ae shop, Tamarind, Universal Limited youth, Bestiarium J uvenile (fig. Elaine de Kooning 

a Art Editions, and six workshops 7.24). Jardin du Luxembourg I 

s) allied with art schools and uni- Lithography became a major me- Color lithograph (1977) 30 x 20 

en versities—the Pratt Center for dium in the sixties, served by a Printed by John Sommers and Marlys 

el Contemporary Printmaking, Tyler growing corps of printers—many ee. 7 © Rie 
a ; School of Art (Temple), and the trained at Tamarind—who signed Fifteen, at the Unieniy Ae Museu, 

fe 4 universities of Indiana, Iowa, Wis- on with one or another of the new Unin a of New M prio (197). 

ie consin, and Yale. The exhibition was | workshops that were emerging University Art Museum, University of New 

| a synoptic slice of current print- everywhere.** Nonetheless, other Mexico. Collection of the Tamarind 

ee making with at one extreme, Shades, media had not suffered at the uni- Institute. 

: i] the “lithographic object” in three versities and there were private 

aa] dimensions by Rauschenberg workshops providing printing in 

ae (fig. 7.9), and at the other, a tour woodcut, intaglio, and silkscreen. 

: a de force of conventional wood- In 1959, George Lockwood had | 

a engraving in Fritz Eichenberg’s sa- founded Impressions in Boston with 

Ec
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; impressions curtained by veils of | 
é etched strokes printed in subdued 

| SN uke coe i Cm eer: Eies Re te colors, or Michael Mazur’s disturb- | 
| ae f ing images of inmates confined in | 

; i closed wards of mental hospitals, or | 

is Peter Milton’s recollections as fan- : 
Say i tasies, “magically combined, to pro- 

= ; ee = duce an unknown magical end.” *° | 

| CR SVE Milton had been turning time 
| = ve Re into suspended states of memory : 

| Ss - ; a aes ode} RSS when, in 1968, he created a “meta- | 
Ea ‘i ae Re 7 eee Se % phor for mnemonic machinery”®” in | 

| es Pa : es ae ee 3 Ress Julia Passing (fig. 7.25), a vision | 
aoages Rea tes Bet Pe See prompted by the recent death of his | 

| = an a iF 2 Oe es ise grandmother with her memories of ' 
<8 er ; eames mya SR ae ey Ninety years of life. Its Victorian set- 

Ae es = Say ce A Asses ting—spatially parsed by wrought- 
; @ Ra PRE Sen A A AE Ria so a a ~ ss di fa a5 a= ee a ge NO = ie Seay iron fencings near brow nstone flats 

j| SG a igauad Le Neromiee = jem e of Baltimore—was abruptly pierced 
i| athe eS A cele ee Se a Ne by modern urban structures and | 

= . RS es > a Sees Saat ‘ : ais A E 
RS Ree ene Be ena oes ee Bs stairs up which the artist’s os 

es Sate ees ae Part ne Sa j ran. Julia Passing was a major com- | 
Slee Sr as ; ae Bh ; position among Milton’s etchings of | 
ee oe eee e ise the sixties; it was chosen to rep- | 

Ae : pete Ra ae : resent Yale in American Graphic 
Soe ee, i eee Workshops: 1968, although Milton i 

bare 1 egg ky FTiaa ch Ce RO had left the university six years 
ee leet Miter Cates POURING oe SUE 4 / 

ey ee ee ea before. iu | sh ke I ao se el m4 Milton read widely on the history | 

ee i — oe he ck he ha e 2 ch of photography and, in 1967, as- 

; e | Ses PA EON Coa a eo sembled rough collages—laced with | 
pe Ewe = photographic excerpts—as designs 

i) ar for hand-drawn etchings. Two years & 
: later, he contact-printed ink draw- 4 

Ream Seah a eee. eee = ings on transparent Mylar onto pe 
PO can & BOR - pe Ys light-sensitive etching grounds as 

on : Pie 4e Cle . — phototransfers.** Both procedures 
. . were used extensively in twenty- ue 

one original etchings—printed by a 
728 lithographic equipment from a de- Gretchen Ewert and Robert Town- f 

j James McGarrell funct music publishing firm. Soon send at Impressions Workshop—for f 

Quotation with Twister thereafter, he stated that, “my shop _a limited-edition portfolio of The | 
Color lithograph (1975) 30x20 is devoted to lithography.” Intaglio Jolly Corner by Henry James, pub- f 
Printed by Stephen Britko at the Tamarind and relief were also printed at Im- fched by the Aquarius Press ofthe & 

De ee “4 P pressions; Lockwood was an accom- Ferdinand Roten Galleries in 1971. Bea 
| Shown in the exhibition, Tamarind—Suite % aly ETAT EL Tonic Aad talditherale OFS u 

| Fifteen, at the University Art Museum, ede Nea James had told the © OH OPSMECE Ez 
University of New Mexico (1977), and the wood left the enterprise in 1967, Brydon, who, after thirty-three years q 

National Invitational Printmaking Exhibi- the Impressions Workshop, under _in Europe, returned to the empty E 
| tion, at the University of South Dakota the direction of Stephen Andrus, ex- mansion of his childhood. Nightly, if 

(1978). panded its publishing of prints and _and with trepidation, he roamed the | 
i University Art Museum, University of New _ its sales gallery. Impressions Work- darkened rooms to search for “what je 

Mexico. Collection of the Tamarind shop often printed intaglios for he might have been.” The elusive ie 
| Institute. well-known artists of diverse visions, _ presence of his alter ego stalked the fe 

such as Harold Altman in whose haunted home and, at last, was i 
| work people and parks are transitory seen—a terrifying vision of his a
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; 7.24 

Fritz Eichenberg 
Bestiarium Juvenile 

; Color wood-engraving (1965) 

| 23¥% x 1516 | ; | 

! Shown in the exhibition, American Graphic we st | 

Workshops: 1968, at the Cincinnati Art Es . | 

: Museum. e711) 

! Cincinnati Art Museum. Albert P. eS a “4 | 

! Strietmann Collection. SN y | 
| ] Rie a N\\ZS 

1 i LN i ang fe : a 

. weed Ve 71 
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: other self. Milton traced the story treasury of memories. They dwell bols of past and present, however, 

; freely in untitled prints, evoking an _ within the hush of remembrances— _ were free of true chronology. In 

: ambiguity of time and constructing boyhood recollections and the plea- Daylilies the portrait of the “pres- 

Victorian spaces in which the artist sures of his children, masterworks of ent” was redrawn by the artist 

staged magical visions, replete with painting, prints, and photography, from a photograph which the late- . 

floating figures, stags, bulls, beau- and artifacts, the “cultural relics nineteenth-century painter Thomas 

aad tiful women, and photo-feigning from the public domain.” The mir- _ Eakins had taken of his friend Frank | 

By likenesses of Renoir, Verdi, and ror that reflects a montage of the Cushing; the cat was redrawn from 

i Mallarmé. “past” and a gentleman of the “pres- an Eakins photograph of the paint- | 

! Daylilies (fig. 7.26), Milton ex- ent” who stands before a fireplace er’s pet. 

Ba plained,® was a print with images mantel were prefigured by images in A commitment to printing books 

a arid symbols “borrowed” from a The Jolly Corner suite. Milton’s sym- _ of poetry with original etchings 

PSE i 

é
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led Kathan Brown to establish the lishers, among them Richard Sol- 7.25 

Crown Point Press in the Bay area omon of Pace Editions, Marian Peter Milton : 

in 1962. “When I started... I was Goodman of Multiples, and the Par- Julia Passing | 
printing for myself and my friends. _asol Press whose director, Robert Etching/engraving (1967) 18 x 24 ie 
It didn’t occur to me, for years, that — Feldman, was a constant contractual eee a Purchase Prize in the 1968 Na- os 
it was a business. I thought it was patron.” eee eee aac marge Aes 

: . : State University College (Potsdam). Shown R 
a way of making art, and that if I Although Kathan Brown printed =~ eo : i 

a thine f : 7 ff bblished i li in American Graphic Workshops: 1968, at a 
earned something from it to cover over fifty unpublished intaglios Tie Cincnnan Ajt Mascum, andthe ond 

my << fine, it meant I could keep _ for Richard Diebenkorn in 1963, Annual National Print and Drowing Ee 

going. Crown Point Press printed and pub- Competition, at Northern Illinois Univer- z 
Brown’s workshop, one of many lished a portfolio, 41 Etchings and sity (1969). Be 

that started up in or near San Fran- — Drrypoints (1965),°* that bore traces Cincinnati Art Museum. Albert P. pees 

cisco during the sixties, was not of his representational images as a Strietmann Collection. ae 
“open” to intaglio printmakers upon _ leader among the “California figura- E 
random requests. Sol LeWitt, Brice __ tive painters.” In prints of the late es 
Marden, Claes Oldenburg, Wayne seventies, however, Diebenkorn ee 

Thiebaud, Richard Diebenkorn, eliminated pictorial references in ee 

Chuck Close, and other artists were favor of spare, abstract compositions ee 
either invited to create prints pub- whose graphic aesthetic resided in a 
lished by the Crown Point Press or aquatint tonalities and etched or & 
sent to Oakland by New York pub- drypoint linearisms, as in the suite ee 

ge
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7.26 Six Soft-Ground Etchings (fig. 7.27). mezzotint in 1972, the face of Keith 

| Peter Milton Kathan Brown, an accomplished oversize by three times. When it was 

| Daylilies ae ; etcher, printer, and workshop direc- _ learned that Parasol Press was send- 

ea rapes photographic tor, honored the intaglio traditions ing Close to Oakland, a larger etch- 

Pear Ee . of Rembrandt and other great print- ing press was purchased. Kathan 
Printed by Robert Townsend at Impressions : re i 
Workshop. Copublished by the artist and makers of the past while she and Brown recalled, “. . . [in mezzo- 

Impressions Workshop. master-printers at Crown Point tint] the artist works from dark to 

Shown in the retrospective exhibition, 30 Press respected the individual needs _ light on a plate that will print black. 

| Years of American Printmaking, at the of contemporary artists. Chuck We [had] never made a traditional 

Brooklyn Museum (1977). Close exclaimed, “It’s an abso- mezzotint . . . in the sense that the 

| Library of Congress, Prints and lutely terrific place. They’re flexible plate was hand-rocked, simply be- 

Photographs Division. enough to accept that the place is cause it’s too time-consuming. For 

now going to be Chuck Close’s stu- Keith, the plate [was] almost 3 x 4 

7.27. dio for a while, and so next week feet and it was impossible to hand- 

Richard Diebenkorn itll be Sol LeWitt’s. They are won- rock a plate that size. We put the 

Untitled # 4, from Six Soft-Ground derful, and they give you just the black on the field with the photo- 

| Etchings right amount of guidance, sugges- graphic imprint of a very fine half- 

Etching (1978) 29% x 21% tions, and criticism without [prints] __ tone screen with 200 dots to the lin- 

| Printed by Lilah Toland and David Kelso. having a [workshop] ‘look.”* ear inch—that’s actually finer than 

Published by Crown Point Press. Close photographed heads and the traditional mezzotint rocker. 

Shown in the retrospective exhibition, shoulders before converting por- Chuck scraped and burnished the 

ie ae eae an traits of his friends into enormous plate [to create the image] in the 

Monee pat the Unsecrsity of Casfor- paintings. And, despite dabs and usual [mezzotint] way.” ® | 
nia, Santa Barbara, Art Museum (1978), pi ae ‘ ae ee 

| ahi ih Aspevian Prints 1960-1980. at hatchings from artist’s brushes, he The plate or Keith was also 

the Milwaukee Are Mancurt. ; retained a “photographic” factual- etched with grids, a system used by 

Wiineikes Are incon. ism, as in the nine-foot head of Close to scale paintings from his 

Keith (1970). His first print was a photographs. Later, in two self-
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7.28 

Chuck Close 

Self-Portrait je nae ts 
Etching/aquatint (1977) 44% x 35 sah Ane E(t 
Printed by Patrick Foy at Crown Point of pa te Ray 

Press. Published by the artist and a a ace gS ot 

distributed by Pace Editions. ae ee as Barratt ~ 

Shown in the exhibition, Close Portraits, at foe pe ie 4 ag | ES 
the Walker Art Center (Minneapolis, See PSHE esta He e at Feat = i 

1980), and in American Prints 1960 - ea gene : Wee itera ae 
1980, at the Milwaukee Art Museum cd (aimee TEE ane SHS = 

os ge aN Bi PN, (1982). he 
Milwaukee Art Museum. Gift of the aN aoe eas Pe rs Pee a . ke al li 

Friends of Art with National Endowment ae eee et a Le ae ee. 
for the Arts Matching Funds. ao a Pee Bee err ie 

“To ee 
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“PR oe ea eee: ek rs ~ cer ee | 
ee ee tee ry, ea 
Se ay ak Ae 
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ee ie aes ee LBs! feof, US ie 
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|? LO ie COL 

pits i. 4 ve ae be 
ae gee Pie eee Ms Res 
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portraits, etched strokes, bound by Steward, once a student of intaglio _ by three partners, Tyler and the 
each of the gridded squares, wove with Lasansky at Iowa as well as a businessmen—art collectors Sidney 
sampler effects throughout the fac- printer-trainee at Tamarind. For sev- Felsen (an accountant) and Stanley 
tual likenesses of the artist’s face. eral years thereafter, Steward was Grinstein (a manufacturer). 
The Self-Portrait (fig. 7.28) of 1977 __ the printer of etchings at West Islip Gemini, a “closed” shop which 
was etched at Crown Point Press for for Frankenthaler, Motherwell, both printed and published, sought 

printing black ink on white paper. Johns, Cy Twombly, and the sculp- _ contracts with artists who were con- 
The second plate, of 1978, was tor Lee Bontecou (fig. 7.29). sistently featured in New York gal- 
etched for printing white ink on a No workshop would equal the leries. Its early issues were litho- 
black ground. technical exploits of Gemini G.E.L. _ graphs and, within a year, Gemini 

The reputation of Crown Point Its immediate predecessor, Gemini was creating its image as a successful 
Press rested on its fine intaglio Ltd., had been initiated in July 1965 _ enterprise through full-page adver- 

printing but other workshops were by Kenneth Tyler, shop director at tisements in Art in America—each, 

not so committed to only one or an- Tamarind in 1964—1965, his wife in turn, reproducing in full color Al- 
other medium. Even ULAE ven- Kay Tyler, and Bernard Bleha, a for- _bers’s White Line Squares, Frank 

tured beyond lithography in 1967 mer Tamarind printer. The enter- Stella’s Star of Persia I (fig. 7.31), 
with Grosman’s encouragement of prise soon faced difficulties in Rauschenberg’s Booster (fig. 7.11), 
artists to create etchings because of making ends meet® and, in 1966, and announcements of their avail- 

the presence of master-printer Donn __ was reorganized as Gemini G.E.L. ability at the Leo Castelli Gallery in
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Lee Bontecou ; 

Etching One i 
ister eee é sre Etching/aquatint (1967) 17% x 11% foe 

Po ge eo a Printed by Donn Steward. Published by E 
| Rei een = Bits ak Universal Limited Art Editions. iB 

oe. ies Tie i ss Shown in the exhibition, Recent American Pee 
Be eae, a . > — ‘ eo a Etching, at the Davison Art Center, | 
piety Rect Se ede: a KA ray Wesleyan University (1975). 
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New York and a dozen other dealers been done before or not. We see if the show and the touches of indus- Be 
from Boston to Seattle. Not long what the artist requires of us is pos- _ trial terminology in the catalogue ea 
thereafter, Gemini began producing _ sible. . . and attempt to come up essay by Riva Castleman, Curator, ne 

embossments and fabricating three- — with . . . the best technical means implied that “the very foundation of Be 
dimensional multiples with synthetic we can deliver. We like to think of Gemini [was] research, development Be 
materials and innovative procedures, ourselves as technicians when we are _ and collaboration.” eS 

utilizing the technology and crafts- _ printing.” * But Gemini had needed time, ce 
manship of the motion-picture and In 1971 the Museum of Modern —_ equipment, and experimentation be- be 
aerospace industries in the Los An- Art reviewed five years of prints and _ fore the technological innovations te 
geles area.” Thus, in 1967, Tyler multiples produced at the workshop _ would flourish and, thus, early pub- ee 
stated, “We at Gemini do not pay by the exhibition Technics and Cre- _lications were traditional printings a 
credence to whether something has _ativity 1] Gemini G.E.L. The title of _ skillfully done. Tyler had printed Be 

fa 
be



260 Print Workshops and the Print Boom, 1960—1980 

1967, a tour de force of silkscreen 

and lithography that required con- 

tiguous stones and exceptionally 

large paper for the six-foot image. 

Embossed prints—inked or ink- 

less from customary intaglio plates 

and etching presses—had been cre- 

ated by several printmakers, includ- 

ing those of Josef Albers in the 

1950s.7! However, in 1969, Gemini 

é turned to modern technology when 

preparing and printing a suite by Al- 

bers, Embossed Linear Constructions. 

The precisely measured lines were 

ruled on graph paper by Albers in 

New Haven and forwarded to Los 

Angeles. An engineer programmed 

the patterns on digital tape which 

controlled the movements of an 

electronically automated milling ma- 

chine as it engraved the plates. The 

uninked designs were embossed on 

the white papers with a hydraulic 

forming press. Tyler, after confer- 

ring with Albers in New Haven 

once again, followed similar proce- 

dures for the ten embossed prints of 

1971, WE.G., I (fig. 7.30) [White 
Embossing on Gray], thus, confirming 

Albers’s proposition of a quarter of 

a century before, “that ‘hand-made’ 

is [no] better than machine or tool 
made. . . in this time of industrial 

evolution.” 

The works chosen for the display 
at the Museum of Modern Art were 

translations into prints and multiples 

of current conceptions of the ab- 

stract, of expressionism, “hard-edge” 

painting, “minimal” sculpture, pho- 

tocollage, and Pop images. Pieces by 

Albers and Rauschenberg, who had 

7.30 two suites for Josef Albers at Tama- _ early contracts with Gemini, were 

Josef Albers rind, Night and Day, and Midnight exhibited along with those by artists 

WE.G., I and Noon” which perhaps led to the who had collaborated within the 

White embossing/gray silkscreen (1971) contract for the first suite of prints next few years—Ellsworth Kelly, 

2678 = 20s 5 issued by Gemini, Albers’s sixteen John Chamberlain, Don Judd, Jas- 

2 ae GEL - color lithographs entitled White per Johns, Roy Lichtenstein, Claes 
Shown in the exhibition, Technics and Cre- ‘ are pie 
en Nt Geni GEL. os the MUacumh Line Squares (1966). Later, a se- Oldenburg, Edward Kienholz, and 

of Modern Art (1971). quence of conventionally printed Frank Stella. ; a 

Elvehjem Museum of Art. Gift of Bruce E. lithographs and silkscreens by Alan ; Gemini published Stella’s first 

and Serene Wise Cohan. D’Arcangelo, Man Ray, Sam Fran- lithographs—miniature simulations 

cis, and Ben Shahn were published of his “shaped” canvases whose con- 

before Rauschenberg and Tyler col- _ tours paralleled the color stripes of 

laborated on Booster (fig. 7.11) in Stella’s minimal, hard-edged paint- 

}
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ings—with multicolored chevron sionism, dwelt on the mutable na- 731 

designs and exotic titles such as Star _ ture of atmospheric lights and Frank Stella 
of Persia I (fig. 7.31) and Quath- colors. Star of Persia I 
lamba II. Variety was lent to the ex- Most of the works shown at the Color lithograph (1967) 22% x 25'%6 
hibition by the Pop painter, Roy Museum of Modern Art were read- © Gemini G.E.L. — ; 
Lichtenstein (color fig. 21), whose ily acceptable as prints. Rauschen- Srey EL eas Ss 

8 . ativity XL Gemini G.E.L., at the Museum 
paintings had lampooned the banal _ berg and Johns displayed over : 

en Peon isibae ks saiave litt hi | j of Modern Art (1971) and in the retro- 
art and episodes of comic boo! twenty-five lithographs along with spective exhibition, 30 Years of American 

with their cheaply photoengraved those of other artists. Further tech- Printmaking, at the Brooklyn Museum 
linecuts and benday dots. Florid niques of Gemini were marked in (1976). 

replications of master paintings in the multiples that crossed the Cleveland Museum of Art. Gift of Agnes 
mass periodicals and coffee-table threshold of printmaking into Pop and Albrecht Saalfield in memory of 

| books had become popular with or minimal sculpture. In 1969, Frances Hurley. 

| publishers and Lichtenstein’s Johns and Tyler collaborated on 

| Gemini prints unflatteringly feigned  “lead-reliefs,” in editions of sixty.” A 

the reproductive degradations of the _ bare light bulb dangling from a cord 
serial versions of a Haystack and was chosen for the exhibition, while 

Rouen Cathedral in which Claude a slice of bread, a flag—com- 
Monet, with his painterly impres- monplace objects that had appeared
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burgers, Popsicles, and typewriters 
that were stitched and stuffed with 
kapok. Also on display was a version 
of Profile Airflow (1970) (color fig. 
22)—fabricated as a print covered 
by a transparent polyurethane relief 
memorializing the daring design 

" of Chrysler sedans in the thirties. 
eae ae Shortly before and during the ex- 

ee eal a Pies ia ree ‘ e : hibition, Gemini bought full-page 

Co i ee advertisements in Studio Inter 
i iz e- cals Sa = ie) ea be ak ie ae ieee 4 tional to announce Oldenburg’s 
ee ee ee j weg i Pe ee eae if Mickey Mouse—Scale C and to advise 

: a ae aa ome oF ee that the workshop was the “Pro- 
ss a Mia ee fe aa = oe fee i ducers of Prints and Dimensional 

ee. i, ce ; A Ue f - 5 ct fa : Objects,” the latter providing an 
aan Pri e a 3 Pir). pe | bea : oe ae alternative to “multiples” in the im- 

Pe Pe a , Le te ce precise lexicon of contemporary arts. 
. © De aa, The black, anodized aluminum sec- 
ee 2 a ae ni Lea ee tions of Mickey Mouse could be as- 
Be aed Rg cee Aa sembled by the purchaser and—as 

Bie ee oe aaa Pa the exhibition catalogue noted— 

2. ieee i ea AS ; parts were movable, thus allowing | 
Lo * 4 multiple moods for Mickey’s face. | 

A The exhibition also introduced 
i Cardboard Door, a multiple by 
“i Rauschenberg, which anticipated 

seven “dimensional objects,” with 
printings, assembled at Gemini be- 
tween December 1970 and October 
1971. Cardbirds (color fig. 23), the 
caption for the series, possibly was 

intended as a wordplay on the cor- 
rugated cardboards which were silk- 
screened with the letterings com- 
mon to shipping cartons for foods, 
phonograph records, and hardwares 

and the warnings FRAGILE, GLASS— 

HANDLE WITH CARE, and THIS SIDE 
7.32 in paintings and prints by Johns— up. The cardboard sheets and seg- 
Jasper Johns also were converted into low reliefs. | mented cartons, in a scatter of lami- 
High School Days A lead toothbrush bore a wry and nations, were assembled with sta- 
Lead-relief multiple (1969) 23 x 17 topical title, The Critic Smiles. High ples, tape, and glue, and sealed with 
© GeminiG.E.L. ae School Days (fig. 7.32)7*—a lead a transparent acrylic to make the 
Shown in the retrospective exlnbivion, Jasper st. with a mirror attached to the Pop multiple less fugitive. 
Johns Prints 1960-1970, at the Phila- che 3 ee SWE Se Gana: a ene 
dlelphia Museum of Art (1970). toe: oe to novelties, eg emini was a success p 
Courtesy of Gemini GEL. in “pulps” such as Captain Billy’s throughout the seventies, although 

Whiz Bang, with which adolescent by 1977 a commitment to multiples 
males could titillate their peers and and the space needed for manufac- 
rout blushing girls. turing—such as the edition of Ed- 

Claes Oldenburg displayed several _ ward Kienholz’s TV sets—required 
multiples in the exhibition. A yellow __ intrusion into the studio spaces that 
nylon Ice Bag—Scale B (1970) with had accommodated silkscreen and 
a wooden stopper was akin to his intaglio printing.” Meanwhile, 
“soft sculptures” of gigantic ham- Tyler had left Gemini in 1974 for
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Jack Beal i Hy 

Oysters with White Wine and Lemon j 
Color lithograph (1974) 12% x 16 i 

Printed by Paul Narkiewicz. é 
J Shown in the exhibition, Jack Beal: Prints | 

and Related Drawings, at the Madison Art Be 

Center (1977). geo 

Elvelyem Museum of Art. Charles E. E 
Merrill Trust Fund. eS
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34 
Philip Pearlstein 
Girl on Orange and Black Mexican Rug 

Color lithograph (1973) 2442 x 34 

Printed and published at Landfall Press. 
Shown in the retrospective exhibition, The 

Print in the United States from the Eigh- 
teenth Century to the Present, at the Na- 

tional Museum of American Art (1981). 

Elvehjem Museum of Art. Charles E. 
Merrill Trust Fund.
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| 

Richard Lindner 

Miss American Indian, from After Noon, 

a suite of eight prints 
Color lithograph (1974) 28 x 21% | 
Published by Shorewood Publishers. 
Elvelyem Museum of Art. Gift of 
William J. Stiefel. 

| 
| 
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Mauricio Lasansky » all ‘ | 
Quetzalcoatl = 
Color intaglio (1972) 75'"'e x 33% 

; Shown in the retrospective exhibition, 30 4 

Years of American Printmaking, at the vA 

: Brooklyn Museum (1976). ‘| 

University of Iowa Museum of Art. es 
Extended loan of Stephanie Bishop. EUSA. 

: :
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Helen Frankenthaler Ms 

Savage Breeze ae 
Color woodcut (1974) 292 x 247% ae 

Printed by Bill Goldston and Juda ce 

Rosenberg. Published by Universal Limited ie 

Art Editions. Hea 
Shown in the retrospective exhibition, 30 

Years of American Printmaking, at the ee 

Brooklyn Museum (1976). aa 

University of Iowa Museum of Art. ee 

# ~ 
ei fre
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Wayne Thiebaud 
Boston Cremes 

Color linocut (1970) 13%6 x 20% 

Published by the Parasol Press, Ltd. 

Shown in the traveling exhibition, Wayne 

Thiebaud Graphics: 1964-1971, assembled | 
by the Parasol Press, Ltd. (1972), and in 

the retrospective exhibition, Americans at 

Home and Abroad: Graphic Arts, 1855 - 

1975, at the Elvehjem Museum of Art 
(1976). Elvehjem Museum of Art. Endow- 
ment Fund Purchase.
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39 Fe 

Raymond Gloeckler Re 
Hornblower & 

{ Chiaroscuro woodcut (1980) 7% x 18 iad 
The edition of Hornblower was commis- Be 
sioned by the Wisconsin Foundation for the ee 
Arts as presentation prints for the recipients j oe 
of the Governor's Awards for the Support of ra 

the Arts (1980). fe 
| Courtesy of Frank R. Horlbeck, Madison, is i | 

Wisconsin. ne
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ES Arthur Thrall 
= Document 
ae Color intaglio (1962) 22% x 17! 

pate Awarded the Vogel Award in the exhibition, 

wind Drawings and Prints by Wisconsin Artists, 
ae at the Milwaukee Art Museum (1962). 
ee Elvehjem Museum of Art. Gift of the Class 
ey of 1964. 
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41 
Warrington Colescott 
The Triumph of St. Valentine 

Color intaglio (1963) 177% x 23% : 

The print was purchased by the Pennell i 
Fund for the Library of Congress (1963) 3 
and shown in the exhibitions, Warrington 
Colescott: Prints and Drawings, at the 
Minneapolis Institute of Arts (1968), and 

in Warrington Colescott: Graphics, at the | 
Milwaukee Art Museum (1968). 

Elvehjem Museum of Art. Gift of the Class | 
of 1964. | 

j
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42 

: Warrington Colescott 

: Attack and Defense at Little Bohemia 

Color intaglio (1966) 20% x 21% | 

Shown in the exhibitions, Warrington Cole- 
scott: Prints and Drawings, at the Min- 

: neapolis Institute of Arts (1968), and 

Warrington Colescott: Graphics, at the 
Milwaukee Art Museum (1968). 

Elvehjem Museum of Art. Gift of Mark 
and Helen Hooper.
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43 Ee 
Warrington Colescott ie 
S. W. Hayter Discovers Viscosity Printing & 

! Color intaglio (1976) 21% x 27% tl 
! Received an award at the 35th National : 

Exhibition of the American Color Print So- eee 
ciety, at the Philadelphia Art Alliance ie 
(1976). Shown in the retrospective exhibi- ie 
tion, 30 Years of American Printmaking, lee 
at the Brooklyn Museum (1976). | ‘ 

Elvehjem Museum of Art. Friends of the Bees 
Elvehjem Museum of Art Purchase. bed 

Be
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Bis Robert Burkert 

ay December Woods 

# = Color silkscreen (1962) 20% x 31% 

: ars One of eight silkscreen prints presented as a 

ea portfolio display in the 15th Annual Ex- 
en hibition of Boston Printmakers at the Mu- 

Day seum of Fine Arts (1962). Shown in New 

“Eee Talent in Printmaking: 1966, at Associ- 

Pe ated American Artists. 

aa Elvehjem Museum of Art. Gift of the Class 

a of 1964. 
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45 ae 
Frances Myers Re 
Taliesin West a 
Color aquatint/soft-ground (1979) ae 

20 x 24 He 
Published by the Perimeter Press. Bee 

| Shown in the exhibition, Contemporary es 

4 Printmaking: Intaglio, at the Allen R. | ay 

! Hite Art Institute, University of Louisville pe 

(1981), and in Frances Myers—Aqua- . 
tints: The Frank Lloyd Wright Portfolio, at ee 

| the Madison Art Center (1981). ae 
Elvehjem Museum of Art. Catherine ea 
Cleary Fund. ea 

aa 

aS
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us 46 
Michael Ponce de Leon | 

a Omen 

2] Color bas-relief print (1963) 
a: 24% x 18% 

Shown in the exhibition, Michael Ponce de 
Leon, at the Corcoran Gallery of Art 

= (1966). 

zt Elvehjem Museum of Art. 

= 
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47 Print Shop, organized by the Madison Art ip 
! Alan Shields Center and first shown at the Milwaukee we 

! Houston Oil Art Museum (1982). ae 
! Color mixed media (1974) 842 x 674 Courtesy of the Jones Road Print Shop. a 

Created at the Upper U.S. Paper Mill and ie 
Jones Road Print Shop. Published by Wil- aes 
liam Weege’s Shenanigan Press. poe 
Shown at the Paula Cooper Gallery (1974) pes 
and in the traveling exhibition, Jones Road eS 

fe
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48 
William Weege 

Record Trout 

Silkscreen/flocking/glitter on acetate 
phonograph records (1976) 16 x 36 
Printed at the Jones Road Print Shop. | 

Shown in the traveling exhibition, Jones 

Road Print Shop, organized by the Madi- 

son Art Center and first shown at the Mil- 

waukee Art Museum (1982). 

Elvehjem Museum of Art. Gift of the 
Artist.



Print Workshops and the Print Boom, 1960-1980 279 

Bedford Village in Westchester woodcut displayed in the fifth print __ eral times removed from one’s actual 
County, New York, and, thereafter, annual at the Brooklyn Museum. To _experiences—first as news shots 
at Tyler Graphics, Ltd., he became a _ Battle (fig. 7.33), a fanciful joust of people and events, developed, 
printer and publisher of editions by _ filled with whimsy akin to that of photoengraved and printed, then 
Stella, Motherwell, Lichtenstein, Paul Klee, was reviewed by Art clipped, rephotographed, and en- 

and Frankenthaler. News as a “joyous composition larged as positives on photosensitive 
Printmaking workshops and whose floating toy trumpeters area _silkscreens for printing once again. 

master-printers were crucial for delightful blend of sophistication Warhol’s films led to “serial” com- 
many painters who became new re- and naivete.”° Later, divertisse- positions, each with rows of high- 
cruits to printmaking in the sixties. ments in the art of Lichtenstein had _ contrast likenesses of Liz, Jackie, or 
However, the workshops were not other forerunners, such as the color — Chairman Mao, silkscreened on can- 

limited to ULAE, Tamarind, Crown woodcut of an early Heavier-Than- vases or converted to prints. And 
Point, Gemini, and others which Air-Machine displayed at the Heller cubes of wood, silkscreened as car- 
were receiving publicity in the art Gallery in 1953.7 tons with BRILLO labels, were 
journals as the primary centers for In the sixties, in spoofs of comics, _ stacked in galleries like supermarket 
the improving of printmaking as a Lichtenstein created parodies of displays. 
fine art. Artists, publishers, and both the melodramas splattered with In a deadpan manner, Warhol also 
dealers also found that their needs lettering that mimicked sounds, and _ hid his “hand” as a selector of im- 

were satisfied by establishments that __ the stark line drawings with coarse —_ ages to be photosilkscreened by 
offered skills derived from experi- shadings that were photoengraved as __ craftsmen and as the juror of color 
ence in commercial printing. That zinc “linecuts.” VAROOM, BRATATAT, _ proofs submitted by silkscreen 
was so at workshops where the sun-  Pow!, and WHAAM! were blasts of shops. The crude registry of dis- 
dry techniques of the printing trades _ violence while “cool” ripostes were _torted colors that had been abomi- 
—offset lithography, photolithogra- _ limned for heroes, or for the hero- nations of printing in Sunday sup- 
phy, silkscreen and photosilkscreen ine of freedom fighters in CRAK! plements were effects patently 

| —congenially served the concep- NOW, MES PETITS ... POUR LA chosen by Warhol for the Marilyn 
| tions in Pop prints. FRANCE! (Color fig. 24). Monroe (color fig. 25) portfolio of 

| Pop was an art of impersonalized Lichtenstein once avowed, “I 1967—ten-color silkscreens “in me- 
content with which an artist charac- want my painting to look as if it had _moriam” of Everyman’s sex symbol 
terized the ubiquitous images of been programed. I want to hide the —_ who, five years before, had com- 
American popular culture. Pop Art record of my hand.” If those were _ mitted suicide. 
was the slangy label adopted by crit- _ true intentions, he succeeded as well Likenesses of Marilyn, Liz, and 
ics and dealers for vernacular like- or better in lithography and silkscreen Jackie were transcribed as Pop god- 

| nesses of personages and products— _ when producing his representations _desses of love and beauty in scores 
Jackie, Jack, Superman, Elvis, Liz, that likened the representations of of prints by Warhol and others. 

| Marilyn, astronauts, athletes, pan- other arts published in facsimiles by Tom Wesselmann, however, imper- 

} ties, foods, Coca-Cola, headlines, photomechanical processes—the im- _ sonalized other sex symbols in so 

billboards, signs, and slogans— pressionism of Monet in the Rowen _ many paintings, three-dimensional 
images rendered in facsimiles, Cathedral series (color fig. 21), of collages, and prints that they were 
ceaselessly, by the mass media of expressionism in a doleful Moonscape numbered as nudes and occasionally, 
television, films, the daily press, printed on metallic-coated plastic with tongue in cheek, granted apo- 
periodicals, comic books, and ad- sheets (1965), the geometric designs _ theosis as the Great American Nude. 

| vertising. This kind of Americana of Art Deco with a paraphrasing The print of one recumbent female, 
was scattered into prints by Dine, of corporate advertising in Peace thus “glorified,” received a smooth- 
Rivers, and Rauschenberg and be- Through Chemistry (1970), and Ac- _ ness of shading from the use of an 
came the primary subject of litho- tion Painting with the feigning of airbrush gun and the printing of 
graphs and silkscreens by Robert a slashing Brushstroke (1967). twenty-three color separations from 4 
Indiana, Andy Warhol, Tom Wes- The pleasure of parody was ren- fine nylon screens.” Wesselmann, 

selmann, Edward Ruscha, and Roy —_ dered opaquely in Warhol’s vacuous _ by the vacant face and pneumatic 
| Lichtenstein. images. With expressionless guile he bosom, rouged lips and plastic nip- 
| The woodcuts and etchings of transcribed the printing on Camp- ples of the Great American Nude 

Lichtenstein antedated by more than _bell’s soup cans or S & H green (color fig. 26), twitted the art of the 
a decade the printmaking ventures stamps. He clipped photographs billboard importuning with sex. 
of other Pop artists. In 1951 he from the daily press to be further Billboards, traffic signs, and tem- 

had received a Purchase Prize for a processed as modern “realities” sev- _ porary structures had cluttered the
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! 7.33) landscape and crowded the roads of lished NEWS, MEWS, PEWS, 

} Roy Lichtenstein America for years. Edward Ruscha BREWS, STEWS, ¢ DEWS, a port- 

: i To Battle , and Allan D’Arcangelo extracted de- folio of Six Organic Screenprints with 

Be peace arn a WiPRIe tails of the visual disorder in severely fugitive colors as substitutes for 

' papst Sei enl designed compositions. A gas sta- inks—extracts from red raspberries, 

a a tion, sketched near San Antonio in canned baked beans, red ae black 

S A Brooklyn Museum (1951). 3 1962, prefigured two versions of caviar, daffodil and tulip stalks." 

i Brooklyn Museum. Ruscha’s best-known print subject—  Ruscha’s subjects were less typically 

a Standard Station (1966) and Mocha Pop, as were the swarms of flys, 

; i Standard (1969—color fig. 27)— ants, and cockroaches silkscreened 

: silkscreens printed from stencils actual scale for the portfolio Insects 

: a | hand-cut by the artist. Both prints (fig. 7.34). 

eae | were chosen for a unique exhibition, The artistic preferences of many 

a Silkscreen: History of a Medium, printmakers for either subjective ab- 

Be assembled by Richard Field at the stractions or the disjunctures of 

aH Philadelphia Museum of Art in words and images in complex col- 

' 1971. Critics cited the Standard sta- _ lages were unsuitable for conveying 

E j tions as a West Coast brand of Pop. __ the likeness of modern placards with 

on The billboard letters HOLLYWOOD, their declarative commands. On the 

a erected along a treeless California other hand, Allan D’Arcangelo ex- 

ES i ridge, were recomposed by Ruscha tracted stark directional signs from 

Ee during the late sixties and early his highway art for Landscape No. 3 

: 2 seventies in several editions—one (color fig. 28), published in the 

Gna silkscreened at Cirrus Editions portfolio 11 Pop Artists, IIT and sent 

an with grape and apricot jams and on tour in an exhibition, POP and 

E = Dutch-chocolate Metrecal. Another, OP, assembled by the American } 

ein published by Multiples, Inc., was Federation of Arts from the collec- 

pe printed with a sky of pink from tion of Philip Morris, Inc. Robert 

: ann Pepto-Bismol and the dun-colored Indiana transcribed some of his 

A hills surrounding Hollywood with posteresque paintings of the sixties 

ea Romanoff caviar.® In 1970 Editions _ into ten silkscreens for the portfolio 

: a Alecto (London) printed and pub- Decade, published by Multiples, Inc. 

Ba 
be 
7
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/ One of them was a version of oo phernalia of Pop Art, which justified 7.34 

plagiarized again and again as a logo __ the selection of For Love as a silk- Edward Ruscha 
| of the rebellious young in those screen in the portfolio 11 Pop Art- Flys, from the portfolio Insects 
! years and popularized on a U.S. ists, IIT (1965). However, Rosen- Color silkscreen on wood veneer 

| postage stamp. Other silkscreens in quist combined logos, words, and pnunated fo pekr er) 
Decade bore ironic commentaries. images of Pop with improvisations 20/6 x 2616 : a 

! The print Mascon) catected ma andhevocatve mean bly Printed by Adolph Reischner at Styria 
he print Mississippi targeted ra and evocative meanings, notably so mes ; : 

| a . me z < ? Studio, New York. Published by Multiples, 
| cial violence by a map of the state, in Cold Light (color fig. 29), a land- on 

| twice encircled with stenciled letter- scape with turbulent blue clouds Shown in the exhibition of 12 years of pub- 

ings x JUST AS IN THE ANAT- surrounding a stark white moon.” lishing by Multiples, Inc., at the Multiple! 

} OMY OF MAN EVERY NATION Only a photographic positive for Goodman Galleries (1977), and in the vet- 
| MUST HAVE ITS HIND PART ¥. _ offset lithography—supported by rospective exhibition, American Prints 

And THE AMERICAN DREAM posts as a curious canopy—bears a 1960-1980, at the Milwaukee Art Mu- 

(fig. 7.35) was mocked in four star- _ remote kinship to a commonplace seum (1982). 
. studded decorations from a pinball object. Moonlight projects through Milwaukee Art Museum. Gertrude 

machine and the admonishments the transparent parts of the film to Nunnemacher Schuchani: Fund. 
TILT and TAKE ALL. replicate on the foreground the Sun- 

| James Rosenquist’s prints and rise Edition of the Tampa Tribune 

paintings often contained the para- for Wednesday, 31 March 1971.
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7.35 Stuttgart. No. 1 of ten prints in the 
Robert Indiana portfolio DECADE published by Multiples, 
The American Dream Inc. 

Color silkscreen (1971) 39 x 22 Metropolitan Museum of Art. John B. | 
Printed by Domberger KG, Bonlanden bei Turner Fund (1971). | 

a |
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) Compounding the theme of recent Street in New York (color fig. 30) of a movie palace. They were con- 
moon-space-earth connections, the | —printed with thick, glistening ceptions—however varied from art- 

| cold light is transformed into pris- enamel paints that seemed as hard ist to artist—that hardly made up a 
matic colors—by split-fountain and reflecting as the ceramic and “radical realism” but rather effected 
inking of the print—to replicate metal surfaces of stove, sink, tiles, enlargements as of close-focused de- 
the front page of the Tribune, pipes, and pans—and nonpictorial tails, and natural enframings with 
once again, which reports that chromatic designs with optical illu- images cropped. Jack Beal lent an 
RED CHINESE FREE JET and sions in silkscreens by Albers or the __ effect of the factual to Oysters with 
FOUR AMERICANS RETURN dizzying effects of color juxtaposi- White Wine and Lemon (color fig. 

| UNHARMED upon the landing of a _ tions in the Op Art of his former 33) by pervasive details and elabo- 
| hijacked Philippine airliner at Hong pupil, Richard Anuszkiewicz (color _ rate emphases on lights, shadows, 
| Kong. fig. 31). textures, and decorations. The nudes 

In 1971 the exhibition Silkscreen: The exhibition Silkscreen: His- of Philip Pearlstein (color fig. 34) 
History of a Medium was presented tory of a Medium opened in 1971, _ were also claimed for the New Real- 
at the Philadelphia Museum of Art. too soon to mark the abundance ism of the seventies. Nonetheless, 

| Richard Field, curator, wrote, “Un- _ of screen prints by the painter- they were in the tradition of un- 
expectedly, the more one studies printmakers of late-twentieth- draped figures and studio proper- 
[the] past history [of the screen century factualism. Nonetheless, it ties, although the bodies, as realistic 
print], that is, its commercial begin- _ presented clues to those kinds of im- _ records of individual models, now 

| nings and subsequent development, _ages in printmaking by Ruscha’s seemed overly enlarged within the 
| the more one understands the fac- Mocha Standard (color fig. 27) and crowded formats of cropped nudes 

tors that have made silkscreen such a Coffee Shop at the Chicago Art Insti- _ and segments of patterned rugs. 
meaningful medium for the present. tute (1971) by Kenneth Price. Dur- In the sixties and seventies, deal- 

| Specifically, the processes, attitudes, ing the following year Ruscha pains- _ ers, publishers, and major work- 
| images, and structural (formal) con- _ takingly delineated swarms of Flys shops competed aggressively for a 
| ventions of commercial printing and other pests for the portfolio In- _ share of the booming market. Older 

forge common links between the art _ sects and Richard Estes created the dealerships, such as Associated 
of the 1960s and the strictly use- cold composites of his Urban Land- American Artists and Ferdinand 
oriented, industrial product.”** Con- scape series, typified by the austere Roten Galleries, increased the an- 

sequently, artists whose silkscreens design of Mies van der Rohe’s Sea- _ nouncements of their wares in art 
bore Pop images were well repre- gram Building (fig. 7.36) with its journals. Newer dealers and pub- 
sented. As a historical exhibition, steel and glass reflecting, from lishers, including Multiples, Brooke 
however, it was composed of three across the street, the heavy ma- Alexander, Pace Editions, and Para- 

didactic displays. There was a survey _ sonry of an earlier architectural sol Press, advertised continually. 
of several centuries of stencil print- | monument. Some art galleries expanded their 
ings and twentieth-century commer- The kinds of factualism that dealings in prints by establishing 
cial silkscreens. Another section was _ marked the trend evoked from crit- __ separate divisions—Castelli Graph- 
devoted to the new printmaking art _ics and dealers diverse labels, such as__ ics, Kennedy Graphics, Marlbor- 
of serigraphy from 1930 to 1960 “New Realism,” “Radical Realism,’ | ough Graphics, and Martha Jackson 
with works by Guy Maccoy, An- “Photorealism,” “Artificial Realism,” | Graphics—and sought markets 
thony Velonis, Hyman Warsager, “Superrealism,” and simply “Fig- outside New York by advertising 
Leonard Pytlack, Ben Shahn, Rob- urative” painting. The works were galleries coast to coast that were au- 

ert Gwathmey, Sylvia Wald, Dorr hailed as a reaction to preceding thorized to sell the prints and port- 
Bothwell, Sister Mary Corita[Kent], _ styles, as fresh artistic visions for the __ folios in other cities. Well-known 
and others. The résumé concluded _ seventies, and, not surprisingly, well- workshops that printed and pub- 
with an array of screen prints cre- established workshops, publishers, lished—among them Landfall Press, 
ated between 1960 and 1970 by and dealers quickly issued editions Tyler Graphics, Pratt Graphic Cen- 

| artists of several nations. America of silkscreens and lithographs for the _ ter, and Hollander’s Workshop— 
was represented by Dine, Indiana, market. repeatedly bought space in the jour- 
Johns, Lichtenstein, Rauschenberg, The prints of Estes simulated the nals to announce their latest edi- 

Rosenquist, Ruscha, Warhol, and gloss of photographic factualism. tions. And the advertisements of 

Wesselmann. Modern conceptual Robert Cottingham overstated actu- Gemini G.E.L., Collector’s Press, 

differences were as marked as Clay- _alities selectively as with the sign- ULAE, and Impressions Workshop 
ton Pond pictorials of the interior board facade and neon tubes of Fox _ were often embellished by full-color 
and still life in his studio on Broome __ (color fig. 32) the forward features reproductions of recently published 

prints and suites.
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7.36 The print enterprise had its haz- to happen. The print hardly exists in 
Ee Richard Estes ards, however. In 1974, Print Collec- bad times. Our print history in the 

' i : 
: Seagram Building i tor’s Newsletter assembled a panel to —-”30s was . . . rather dismal . . . As 
' opener x an discuss the “mystifying” determi- the painting market gets farther out 

ee ae by the eee nates of current print prices. The of sight, prints will fill the void. 
s Shown in the retrospective exhibition, ee ~ : Moe: . 

a 3 : ‘ participants were Sylvan Cole, Jr., of [The prices of prints] will fluctuate 
1 | American Prints 1960-1980, at the Mil- : me Z : 
5 | maukeDAre Musrumn|(1082) Associated American Artists, Marian as the economy fluctuates [and] only 

S Courtesy of Parasol Press, Ltd. Goodman of Multiples, printer and _ in a highly volatile, inflationary 

ae publisher Kenneth Tyler, dealer and — economy will prints like a Peter 

! publisher René Block, John Lor- Milton sell for $650 or a Jasper 

: ing, printmaker published by Pace Johns’ Coat Hanger go for $9,000.”** 

Editions, and, as moderator of the Cole’s observation was confirmed, 

: panel, Jo Miller, curator at the in some measure, as the economy 

Bi Brooklyn Museum. They agreed began to flounder and a recession 
PB] that the market was booming. How- arrived in the early eighties. Art ob- 

A ever, there were differing opinions jects, including prints, were less at- 

fal about the gambles of financing pro- tractive as investments or as a hedge 

ay duction costs of new editions, the against inflation. The exchange of 
a chanciness of judging the market prints in the marketplace declined. 
a relative to the numbers of an edi- And across the country workshops | 
He tion, and the price that would en- with marginal resources struggled to 

Ba sure sales and profits. survive; some failed. 

Bes During the panel discussion Cole 

; spoke of the flourishing print mar- 
ae ket as a “phenomenon that can only 

ind happen when the economy allows it 
bat y a 

ae 

Ve | 
sa



= Assessing the state of American published “The Graphic Revival” by 
printmaking has never been a simple Diane Kelder, art historian and edi- 
task. The diverse kinds and enor- tor of the College Art Association’s 
mous numbers of prints created Art Journal. She remarked that “the 

: in the sixties and seventies com- creation of a large responsive print 
| pounded the problems of making market was, in part the result of the 

judgments without the influence of | enormous demand for works by 
predetermined assumptions. The Warhol, Lichtenstein, Rauschen- 
proposition that a print “Establish- berg, Johns, Stella and others.” Kel- 

ment” and printmaking “revivals” der also stressed the crucial role of 
had emerged during those two dec- _ workshops. She expanded Gold- 
ades was influenced by an assump- man’s listings by adding Crown 
tion that important prints were Point Press, Graphicstudio, Styria 
rarely created by artists committed Studio, and Tanglewood Press, and 
to printmaking. A corollary assump- added that publishers had contrib- 
tion was that the superior prints of uted to the “revival,” mentioning 
the time were created by painters Multiples, Brooke Alexander, the 
and sculptors prominent in the New Parasol Press, and Martha Jackson 

SS York art scene who had ventured Graphics.” 
| into printmaking in collaboration Richard Field and Philip Larson 
| Assessments with the proprietors and master- added their assessments of an intag- 
] rinters of professional workshops. lio printmaking “revival.” Field pro- 

of the State of . indgrneas about the state of ji oe that “the American meting 
| printmaking had been published in _ revival of the late 1960s was not a 

the Art and a each decade, including the seventies. rediscovery but a reinterpretation of 

¢ ? In July 1973 Judith Goldman, edi- etching” * and ascribed the initiatives 

Flourishing of tor of Print Collector’s Newsletter, to the collaborations, after 1967, of 

1 1 wrote, “Prints became worldly, Donn Steward, master-printer, and 

| National Print noisy and public in the 1960s, artists active at Grosman’s ULAE— 
Exhibitions when the lithographic presses never Johns, Bontecou, Motherwell, Fran- 

stopped. Anything seemed edition- _ kenthaler, Newman, and Cy Twom- 

able, marketable and salable. What bly. As curator at the Davison Art 

most distinguishes the graphic out- Center, Field in 1975 organized Re- 
put of the last decade is the emer- cent American Etching, an exhibi- 
gence of major publishing work- tion to identify the “revival” with 
shops.” ' Those were judgments with works by the artists mentioned and 
which Goldman introduced “The other prominent painters and sculp- 
Print Establishment,” two sequential tors who were creating intaglio 
articles for Art in America. She de- prints in the early seventies, among 
scribed the “Establishment” as com- _ them Alex Katz, Pearlstein, Close, 

posed of prominent painters and Sol LeWitt, Rosenquist, and Old- 
sculptors who had turned to print- enberg. In 1977 Philip Larson 
making and the workshops which wrote for Print Collector’s Newsletter 
collaborated in printing and publish- _ that “by the mid-1960s everyone 
ing their prints, citing Gemini, Tam- knew Johns and Rauschenberg had 
arind, Cirrus, Landfall, Hollander’s brought lithography back from the 

Workshop, Petersburg Press, Edi- dead. Now, by the mid-70s, it’s evi- 4 

tions Press, Impressions Workshop, dent that aquatint has also come 
’ and Lakeside Studio. Goldman sin- _ back. Black and white have never 

gled out for a special compliment been richer. The recent aquatint re- 
the book-publishing tour de force of _ vival starts with black and white, 

| ULAE, A Ja Pintura with intaglios with Jasper Johns, and with Univer- 

by Motherwell illuminating the sal Limited Art Editions.”* 
| poem by Rafael Alberti. Curiously, propositions of print- 

Also in mid-1973, Art in America making “revivals” often included
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gratuitous criticism of the larger Taste.”° Brooke Alexander, the pub- _ older and seasoned printmakers pre- 
group of American printmakers. lisher, remarked that “it’s unusual to sented recent developments in their j 
Judith Goldman stated that “unlike encounter an artist first in prints,” prints and a host of younger artists 
today’s major printmakers, who are _ and the painter-printmaker Alex exhibited new conceptions and tech- 
painters and sculptors first,” from Katz concurred: “I think most [art- _ nical innovations. 
the universities where Lasansky, ists] start to make prints about five Gene Baro, art critic and guest cu- 

Peterdi, and Baskin taught “came a _years after they pull themselves to- rator, upon assembling 30 Years of 
second generation whose work is gether. They’re like 40-year-old peo- American Printmaking in conjunc- 
competent but academic, dominated _ ple.” Kathryn Markel, dealer in tion with the 20th National Print 
by Hayter’s burin line and viscosity _ prints, lamented early printmaking Exhibition at the Brooklyn Mu- 
technique, Lasansky’s rendition of apprenticeships. “I agree—I think seum, wrote in 1976, “It’s fine to 

it, or by Peterdi’s cut plates.”* we all agree—that a kid who goes to _ see painters and sculptors of serious- 
Diane Kelder recalled that “print- _ school and wants to learn to be an ness and capability expressing them- 

making was largely an academic artist and learns printmaking is selves in the print mediums. This 
affair in the fifties.” She was less se- working at a disadvantage . . . Pm involvement, which became obvi- 
vere, however, in speculating that also comparing [artists] who gradu- _ ous during the 1960s, persists and 
“in the college art departments and ate from college with their basic grows in the present decade. It is 
museum art schools, the exposure of _ printmaking degrees, having been in _ good, too, to discover individualists, 

__ a generation of younger artists to a printmaking, with those having themselves brilliant technicians, who 
variety of graphics techniques may been in painting or something else. _ bring sound artistic insight to their 
well have made the multifaceted art And one out of a thousand in paint- work in the print field. Finally, it is 

of the print possible,” adding—de- ing will make it when they’re 30, heartening to see that contemporary 
spite the overwhelming number of and none, or so few I can’t think of printmaking is not a phenomenon 
active printmakers who printed in any, of the printmakers will.” Rich- _ solely of New York or Los Angeles, | 
their own studios—that the profes- ard Field, curator, was more gener- and certainly not of the workshops 

sional workshops had moved print- ous to some who were admired alone, but of many individuals all 
making “from the groves of academe _ primarily as printmakers when he over this nation, graphic artists who 

and cottage industry.”*® posed a query: “If prints follow in- _ have qualities that would command | 
Larson described earlier aquatints _ novations in painting, either by widespread respect and admiration 

as “the moribund exercises of Lasan- _ school or specific artist, what about —_ were they better known.” ° 
sky, Peterdi, and other university those printmakers we’ve always had The combination of recent and 

printmakers.” Field acknowledged like Bellange, who really wasn’t “retrospective” prints—the latter 

that “since 1945, etching has flour- much ofa painter, or Bresdin, and shown once before at the Brooklyn 

ished in America, mostly under the hosts of others, maybe even, though Museum—honored the nineteen na- 

leadership of Mauricio Lasansky, I shudder to say it, Peter Milton? tional print exhibitions presented 

| Leonard Baskin, and Gabor Pe- You know these people have their between 1947 and 1974 under the 
terdi.” Nevertheless, he implied that niches, and they’re basically print- aegis of the former curators, Una 
it was an impairment that “these makers, and we don’t want to throw Johnson and Jo Miller. The selec- 

men and their contemporaries were them out totally.” To which Alex tions confirmed Baro’s statement in 
devoted to etching, usually to the Katz replied, “They’re like lovely its synoptic overview of contempo- 
exclusion of other media,” naming minor artists.” rary American printmaking and also 

among a younger group Altman, Thus unwittingly or not, the re- demonstrated that older artists were 
Chesney, Colescott, Deshaies, Leo- ports and opinions published in the still lending diversity and richness to 
nard Edmondson, Meeker, Malcolm art journals fostered an impression the art. Members of a generation ’ 
Myers, Ponce de Leon, Pozzatti, and _ that the vitality of current print- born before the turn of the century 
Peter Takal.* making lay only in prints by promi- _ displayed prints created in the sixties 

In 1979, judgments that the finest nent painters and sculptors. Al- and seventies. There were one or 
contemporary prints were created though workshops and prints issued | more wood-engravings by Albee 
by artists who first had made their by publishers were important in the and Eichenberg; abstract silkscreens 
names as painters in New York were sixties and seventies, printmaking or intaglios by Josef and Anni Al- { 
reflected, once again, in the opin- had other vital signs, such as the na- _ bers; a prizewinning, stenciled ab- 

ions of six publishers, dealers, cura- tional exhibitions, invitational and straction, Black and White (1960), Q 
tors, and a painter-printmaker dur- competitive, that were held in every _ by the late John von Wicht; and the 

ing a panel discussion on “New region of the country. They were octogenarian Mark Tobey was rep- 
Prints of Worth: A Question of showcases for a thriving art where resented by aquatints and litho- t
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| raphs of the seventies—akin in fig. 36) (1972), Misch Kohn’s Dis- 8.1 SE ec) 
| their liveliness and modern manner _ appearing 8 (1976), the two vinyl- Mark Tobey 

to Untitled (1970—fig. 8.1). cuts printed on fabrics by Romas Unuitled 
| Within the chronology of prints Viesulas, and Motherwell’s Bastos Lithograph (1970) 17% x 22% 

| and printmakers, the abstractions (1975), a tusche drawing combined Henry Art Gallery, University of 

created in the seventies by Jacob with a photolithographic replica- pinicees a Ce ie 
Kainen and Jack Tworkov, or Rich- _ tion of a.frayed package of French ee ate 

ard Lindner’s NYC, emblematic of a _ cigarettes. 

grotesque, obscene Fun City (fig. On the other hand, prints created 
8.2) (1971) and his caustic satire in _ before the seventies by their con- 
a carnival distortion of Miss Ameri- temporaries, Barnet, Frasconi, and 

can Indian (color fig. 35) (1974), Peterdi—or by members of older 

bore no residual conservatism as one _ generations, such as Albright, Mil- 

might expect from elders born in ton Avery, Bothwell, Lozowick, 
the first decade of the century. And Hayter, Nevelson, and Yunkers— 

prints by members of the following identified printmakers who had 
generation (from 1910-1919) dis- been exhibitors or prizewinners 
played still-evolving conceptions in in one or another of the nineteen 
the color intaglios of Lasansky’s Brooklyn shows and gave “retro- 
monumental Quetzalcoatl (color spective” signatures to the exhibi-
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3 8.2 tion. Along with the Motherwell, a technical finesse. There were other 

' Richard Lindner fourth of the prints were lent by showcases for prints, however, such 

; Fun City workshops and publishers, proba- as the collections of major museums, 

| Color lith h (1971) 26% x 39% P P P : f a oh tes 
: mor ie ograph ( a “x 39% bly to ensure proper representation _ the annual printmaking exhibitions, 

! | Printed at the Shorewood Graphic for the printmakers of Abstract Ex- one-man shows at national and re- 
: Workshop. Published by Shorewood eur, aes ; i i ice 
| Publishers < pressionism, Pop Art, Minimal gional art centers, and the galleries 

; , oa : ee Art, and Superrealism. Scattered of dealers across the country. 
Shown in the retrospective exhibition, 30 an ee g ; 

| Years of American Printmaking, at the throughout the exhibition were At Brooklyn barely a score of 

; Brooklyn Museum (1976). prints by less-publicized printmakers woodcuts and wood-engravings 

Brooklyn Museum. Gift of Mr. and Mrs. of several generations, some as were shown. Most were “retro- a 

| Samuel Dorsky. young as twenty-four years old, spective” prints by Yunkers, Fras- 

; among whom Baro found his gifted coni, Barnet, Anne Ryan, Avery, and 

He “individualists.” Kainen with supplements from a ! 

A The exhibition—limited to 330 few young artists and Savage Breeze 4 

7 prints—presented a commendable (color fig. 37), a woodcut with 

: synopsis of the richness and com- eight color blocks by Helen Fran- 

: plexity of American printmaking. kenthaler—selected, perhaps, as an 

: However, it was beyond the realm example of her very recent venturing 

ae of reason to suppose that the Brook- _ into the medium and as one of the 

ee lyn show—or any exhibition— first woodcuts printed and pub- 

3 could include all equally eligible lished by ULAE."! 

printmakers and pay tribute to the Woodcut and wood-engraving 

a multitude of prints as fine in their had thrived in the fifties, but in the 

a aesthetic and topical content or sixties and seventies the media were 

Cm . Ea
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| 

al less attractive to most printmakers 
6 and certainly to artists who sought 

! counterparts of their paintings and , 

the collaboration of master-printers X a 
! at silkscreen and lithographic work- Ys IS Cee 

fe shops. “Where have all the wood- < DN, oZ oe 
p cuts gone?” was one topic for dis- SENS SBOE 
p cussion by a panel at the meeting ORE KS 
lo of the College Art Association in 5 : SASS SSO 
1 1973." Jacob Landau, once a very a SSS Bea 
ig active creator of woodcuts, blamed es SSS Rn Ree 2 
3 the paucity on the ease of lithogra- : SS pop | 
q phy and photolithography. Amy 2a oe 
i Baker, of Martha Jackson Graph- 2 ee pee PERE X 
i ics, remarked that she encountered ie eee ne u eas x > SASS Beers Sy US il original woodcuts [but] of very un- ee : 

0 original ideas.” Jo Miller, curator of LS 5 BRS 
rt the Brooklyn Museum, commented A nea 7 
i in 1972 that woodcut was in “a il Hh 

rf moribund state” when none were se- Hi hf 

a lected for the 18th National Print nay A \ 
a Exhibition at the Brooklyn Museum Ca 
[) (1972).'* A few years later, Karin L. WU 4 
a Breuer, in a study of fourteen na- iH M4 
i tional exhibitions between 1966 and mn H 
af 1975, confirmed that few woodcuts iy H \ 
1" were seen in juried exhibitions. * i H ld 

, However, relief printing was nei- N i 

» ther dead nor dismal. In the six- He 
! ties, the elders, Fritz Eichenberg, p i 
! Jacques Hnizdovsky, and Lynd Cy 

Ward were creating woodcuts and ' 

wood-engravings that were equal in le 
! quality to their earlier prints. Hniz- i 

dovsky displayed his mastery in deli- f 
! cate silhouettes of leafless Pinoak pile weee 
! Trees (fig. 8.3), and Ward, venerated Be erodcat 15 

for years as a wood-engraver of book Brees 
illustrations, exhibited the virtuosity 

of his hand in Two Men (fig. 8.4). 
Drewes, Frasconi, Landau, and 

Summers were unwilling to aban- color relief print of Boston Cremes 8.3 
don woodcut. Baskin was exploring _ (color fig. 38) (1970). Jacques Hnizdovsky 
chiaroscuro woodcuts in green, Spare as the numbers were, wood- Pinoak Trees 
black, and white, as in Icarus cuts and wood-engravings could Woodcut (1963) 23% x 15% oe 
(1967), and color abstractions were _be seen in the sixties and seventies Shown in the 16th Annual Print Exhibi- 
being created by Robert Conover, at the national print exhibitions = se ee ae ee 
Ansei Uchima, and Will Barnet, sponsored by the Northwest DE ECD ane es fare 5 E 2 . spective exhibition, American Prints from whose Singular Image (fig. 8.5) was Printmakers, the Boston Print- ; Wood, a traveling exhibition organized by 
chosen for display in 30 Years of makers, and the Society of American phe Synithsonian Institution (1975). 
American Printmaking. Wayne Thie- Graphic Artists which for years had Winnipeg Art Gallery. Gift of the artist 
baud, a California realist whose se- printmakers working from wood through Roger L. Selby. 
rial images of mass-produced pies, among its members—Robert Black- 

} cakes and candied apples has Pop burn, Sidney Chafetz, Eichenberg, 
characteristics, chose linocut for his Hnizdovsky, Landau, Moy, Clare 

|
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: 84 a Sa ae 
Lynd Ward } 1 {an ms ||| aa 

i Two Men 4 | f f Hua >, \ | |) Aes he 
! Wood-engraving (1960) 16 x 6 K AR) (2) ea, SA hy \, Bega Saree 

4) Shown in the retrospective exhibition, ke | I i WM 2¥ \ eae See 
| American Prints from Wood, a traveling ze 1 aS joao 
! exhibition organized by the Smithsonian ee) ye 4 PSS 4) y WW & cae : 

Institution (1975). f i} ee a | \ aay. 
Hl National Museum of American Art | i e Hae aM \ fi \. : we 5a y 

i (formerly National Collection of Fine | |. Be aes i WL ery g 
! Arts), Smithsonian Institution. Gift of } Pe a oe ‘SS se iy 

John B. Turner. : \ Lae i te ee Bi) iE eS BE 

H = a aes } Bb i a ae a | cam) 

j me | ie a: : J a i i z 

: Romano, Uchima, and Ward. In an- ae A | saree 3 iF i 

H nual exhibitions elsewhere, Chafetz wi. | aes i ; et i} Wy 

| and Raymond Gloeckler were fre- SEO eee: Gems Wea: 
4 i oe itis Cece Vaan ee ieee /] quent exhibitors of satirical wood- a Ve i f A ay oS EP), 

; cuts. Man, with his human frailties, nd | / 4 4 i WA a: 2) A ei if 

was the basic image for their com- CaN en all | PENNY) & (I " 
mentaries. Chafetz explained, “In g ) % ~ g) qe rey ~ Vl t 
another environment, I might want = \ \ ay eee mie ee F } { mm/h 

to concern myself with purely tech- § me A % | WT A \ 
nical, compositional, or poetic ex- S fl n Ss A PA \ ay fl y 

i perimentations. At the moment, I ee Ki i y \ 4 bl He j 

: see too many absurd things around =F" ARs se ’ LY J | J ! 
! me to indulge in these luxuries.” '® os | = S Li i 

So, with the incisive blades of the ©. ‘ ah iN ey \ 
woodcutter’s tools, Chafetz carved eae) as Wate AB) Ne 

: : " ' Sige Rae. reve \ \ the grotesque figure of a Corporate SEN erase as \ ae ie 

Tmage (1965) and ridiculed his fel- aa 10 Rea ee || | {i IN lows in academia as the halt, lame, ay i PAs " me iH iy iN) | 

and blind, or worse, a masked im- ze i Le § \ ‘ Wy ae 
postor, foolish with pride in cap and 248 HR 7, ig an) ia] Poa 

! gown—recalling the old theme of Bey Re ( Sa f iN ie fim | 
| the illiterate Fool and his unread net ' fe yy Ah NY ( v1 Ll 

books, first cut from wood for Se- *) i} er i A A ra 
bastian Brant’s Narrenschiff in 1494. i Ay ll UG Wy ih et 

However, Chafetz also transcribed 1) Hh Al Yi a as 1) A 
i his reverence for great cultural lead- Mm eH \ Ne E iN i rr ny A 

ers into woodcut, as in the pene- =f bl ( Var | a 
; trating likeness of Sigmund Freud Sur | eee baa a 

(fig. 8.6). Veni ce yi E 3 
4 Amidst the proliferous photo- AY ‘i ; , ! a 

= silkscreens and photolithographs ca ste *e f ui Ee 
! budding with technical complexi- ‘oe: ] | bee 4 ps 
; . : < \ \) 4 f ] eH 
; ties, a graphic terseness in the wood- " is iy t i } H “yl 

; cuts and wood-engravings by Ray- q 7a A a 8 | 4] | N i 1 
mond Gloeckler seemed to offer a we y | I i \ ! ts | 

4] welcome option for jurors of in- N \ a \y } } | 

= numerable national exhibitions. In Mi \ f t ol | i 
: an interview, Gloeckler stated his | | 1 "A OE iW 

A justification of images from wood Les Z ca 
ae succinctly: “For me, the woodcut 

p medium provides the opportunity 

Au |
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for a direct, powerful statement. The 4 nar 
feel of the wood, its characteristic 

grain and its resistance to the cut- : s ee OS 
ting tools, places certain restrictions = Set ST 
upon the artist. In compensation, P is 
however, it affords a simplicity and my | ‘ ; 
strength difficult to achieve in any a | ; 
other medium. I prefer to confine l 
most of my prints to black and ; i | 
white and to work on a large scale. ' : 
This increases the inherent strength 
and impact of the image.” © None- ‘eat : j OL eee 
theless, Gloeckler introduced color ae ‘ io ie ce 
to buttress his caustic commentaries f 3 Ae : 
of the sixties—as in the image of a ; 
self-righteous patriot that the artist — ; ar 
described (in the same interview) as eee 4 
“the red, white and blue of him,” mee 
who, through a megaphone, ad- yee ae apie 
monished the world that We Must eee i es ag 2 
Act (1964) or the harsh colors ac- jo ae ee, 
centing the violent confrontations, aa 3 : Gas 
racial slurs, and an ironic title, Ge- } iy } ‘ : Pe 
muitlichkeit: Milwaukee (1967), a ; i 
created after the supposition of a a : : 5 
friendly, tolerant “old German” Mil- ae 
waukee was belied by police bru- een a 
tality during days and nights of the az 
Freedom March. i fe aes 

Gloeckler printed more amiable ; ! y rene 
images in the seventies, typified by 5 
Big Biker (fig. 8.7) —unusually large i 4 
for a wood-engraving, and a prize- Fe rome! ae 
winning print chosen for invita- erate pt 
tional and competitive exhibitions i as i 
from the East Coast to California. 3 eh } | 
Unlike Baskin, who had chosen the hae. vig a | TM 
rarely used chiaroscuro woodcut j ; \ gen ye 
process for somber subjects, Gloeck- f aoe ee 
ler found the multiple-block me- & = a { e ae i dium suitable for outlandish themes, = SMES ne 
as the Hornblower (color fig. 39) 
whose puff shreds a trumpet’s bell. 
Other caprices—anthropomorphic 
combinations of beasts and men, juried by curators and printmakers, 8.5 
some who plagued our national with a scatter of museum directors Will Barnet 
life—filled the pages of The Horny and art critics. Choices of prints, Singular Image 
Goloch (1978), a book of satirical from conservative to contemporary Color woodcut (1964) 32% x 22 
wood-engravings and verses chosen _ in style, content, and technique, Shown in the retrospective exibition, 30 
for the retrospective show, Print- were influenced by personal prefer- poe UE ETL CREE aaa 2 . rooklyn Museum (1976). making in Modern American Illus- ence, as can be seen in statements by Goptey of ris Asiaied A reuse 
tration, at the Pratt Graphics Center _jurors in the catalogues. Kneeland 
(1979) 7 McNulty, curator at the Philadelphia 

Across the country, competitive Museum of Art, commented, after 
or invitational print exhibitions were _ he had selected prints for the Fifth
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i | 
a 7 y x eri, and Wengenroth; or had been promi- 

eS ; a nent since the decades between— 

ie 2 ee Kohn, Landau, Peterdi, and Yunkers. 

hae aX f ge: Thus, the competitive and invita- 

Ba i d a aL tional exhibitions of the sixties and 

: ; - Pe seventies displayed a medley of prints 

ay | : g eT Tes y by thousands upon thousands whose 

4 : Ded a Ce See =| careers spanned decades and whose 

an ' f Bee ‘op 91 NO (uae reputations were national, regional, 

a : ra an (Ges ree or local only—old-timers such as 

" : XX Viet 2 “@) LV AeA) Albee, Roth, Sanger, Asa Cheffetz, 

/ i fas Acer eas ‘bf Pe. and Doel Reed, and their profes- 

i § ‘ te 5! NN SES at Ca SI 1G 2 Sed sional juniors, and very young print- 

| , A eee ANN nae i 5G © ms makers and students. Frances My- 

a = en x AN se pare td 22 aA ers and Warrington Colescott, as 
: A > 3S) We BN ee = yj i a << . printmaker-jurors, affirmed those | 

ae é Ca? Ree tir fl Mh can facts when they wrote, jointly, The | 

eB pt Se te i tf, Hit i i tN is open, juried exhibition is an Ameri- 

aE ie ie SN Me RN ce ea can tradition that has strengthened , 

a Ba Tt HOT both unique and editioned art on , 

2 A a ] paper by offering exposure to artists f 

4 b a ay purely on the basis of product qual- 

4 ae z ba WY ores | ity. It matters not their age, sex, ex- \ 

re Sieea f perience, gallery affiliation, salability, 

ad x social status, etc. The tradition has 

aa 3 = had great benefits for artists who \ 

i : = work on paper, for their easily trans- 7 

ny portable work has been assured of ' 

aa exhibition in all parts of the country, | * 

i and a public has emerged in answer / 

a 8.6 Dulin National Print and Drawing to the work.” ” 

it Sidney Chafetz Competition (1969), “In no other Singular prints in competitive 

= Freud ; R country does there seem to be such shows received awards again and 

ay cen we rea fe v a ae a proliferation of fine printmaking. again from sundry juries, as did An- i 

eT : ee y d In choosing this exhibition, tech- drew Stasik’s abstraction of diverse z 

a | Chee oe ES nically impeccable images which images in Still Life/ Landscape, No. 5 

a Tape) Of Gonsress, Pn and clearly denoted Hayter and Lasan- (1969). Jack Damer’s lithographs 

Bae Photographs Division. sky alumni were generally discarded were chosen for more than a score f 

| in favor of more original technical of invitational exhibitions. A favor- 

o approaches such as: use of bright ite was Fog Mourn II (1972, fig. 

EG colors to produce bold silk-screen 8.8) based on Martin Schongauer’s 

“ny prints, embossed paper to create a celebrated copper-engraving The 

Fi third dimension, collographs from Death of the Virgin (ca. 1470) but j 

a built-up surfaces, transference of with the miraculous presence of the 

pa photo images, and the combining Apostles at Mary’s bedside trans- 

ee of commercially produced materi- formed into a veiled vision. Other 

ee als with traditional drawing and and later lithographs by Damer, de- _ 

Hal printmaking.” '* rived from his abstract Xacto Facto Y 

Ee There were also tiltings of tastes series, were sliced horizontally to 

Be between printmaker-jurors. Some create the lattice work for printed 

Pa had reputations recently gained— three-dimensional objects. Arthur } 

Fy Adams, Antreasian, Oliveira, and Thrall (color fig. 40) displayed re- 

aR Andrew Stasik; others had been peatedly, in shows across the coun- } 

Be known from the thirties or before—___ try, another kind of abstraction by ‘ 

ae Csoka, Dehn, Eichenberg, Landeck, which copper-engraved calligraphies f 

PAY
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8.7 be 
BN SS. Raymond Gloeckler e 

= ee Big Biker . 
ee "it <a Zan W Wood-engraving (1971) 12x 9 E 

a ff & SS = a fm Awarded Purchase Prizes in the 24th An- : 

ae Nad wy SS nual Print Exhibition of Boston Print- a 
Mg NS pay ] WS i; Ray ay makers, at the Rose Art Museum, Brandeis a 
= Sve Fig sha oD, University (1972), and the National Prints - 

oi es i" : <P PLS =f, \ wid a A and Drawings Exhibition, at the Mount oe 
La ef Ti Hs sees i an, wll Holyoke College Art Museum (1974). i 
ear & i a Ai eae ai Shown in Raymond Gloeckler: A Retro- bs 

Va ta eae PS eg Nie iN spective, 1955-1979, at the Milwaukee 7 SE an i 
: w — Raed Ba ‘i y Ze Y CS . f) Elvehjem Museum of Art. Charles E. ' 

Ms NY Conn a)! ii y \\) eae Merrill Trust Fund. ia 
«Sale = aN BA oak lees . tr Oy eg =a i: 

) (Nee ge Cs =e y 
) SS Sa YX ip 
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; recalled the elegant handscripts in which led to a role as patron saint little pull or push one way or the ee 
ceremonial documents and procla- for the guild of painters in medieval other you can transmute screams be 
mations of an earlier age. times. The evangelist-artist is seated into laughter, and where the rules ne 

Narrative prints with waggish airs in a wheelchair, checking propor- are no rules.”*! Thus, Colescott ae 
were favored by the juries, as was tions of the Virgin and Child with flouted facts in warping the realities ae 

St. Luke Paints the Madonna (fig. brush and thumb. Within a pillared _ of events and personalities, topical fe 
i 8.9) by David Driesbach. The artist catacomb, the holy pair float in a or historical, as in The Triumph of fe | 

commented on his enchantment draped ark, surrounded by the ox, St. Valentine (color fig. 41). No a 
) with Early Flemish painting, “this symbol of St. Luke, sirenlike angels, _ rules smothered his parody of the Pe 

intaglio echoes the memory of a and a violinist, presumably con- St. Valentine’s Day Massacre when, in oe 

i painting by Roger van der Weyden scripted to furnish music during sit- _ the prohibition days of 1929 at a aes 
making a silver point drawing of the _ tings, as the portraitist John Siriger garage on Clark Street in Chicago, ed 

Virgin” (Museum of Fine Arts, Sargent preferred. Al Capone’s hit-men gunned down aE 
Boston).”° With that recollection, The grubby and great were sati- seven of the “Bugs” Moran gang as a 
however, any resemblance ended. rized in the prints of Warrington they awaited a delivery of booze a 
Driesbach concoted a puckish pre- Colescott. “An area that really grips from Detroit. A motley bunch of 
sentation of the legend that Luke me is that black zone between trag- | mobsters—in coonskin caps, berets, 

1 painted the likeness of Mary, a tale edy and high comedy, where with a and helmets, flaunting sabers, fenc- o
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ing swords, and machine guns—at- tinued in Colescott’s A History of 8.8 
tack a row of nudes against the wall Printmaking, eleven jocular prints Jack Damer 

: beyond three panicked ponies on created between 1976 and 1978. Fog Mourn II 
that “lovers’ day.” The close-up ofa | Among them were Diirer, at 23, in Lithograph (1972) 342x240 

| gangster’s “moll” in scanty dress Venice, in Love, His Bags are Stolen; Shown in Printmakers: Midwest I OEE 
and, in the background, a sexy chase _ an auction in the studio of Rem- sees hese ee ae 
within Chicago’s Loop recalls the brandt Bankrupt had one bidder ae 2 aed A a : S : : 5 - . exhibition, Jack Damer: Prints and Multi- reputation of the city. ; whispering to another “. . . prints ples, 1965-1983, at the Elvehjem Museum 

Colescott commented in 1962 are a good investment . . .”; the of Art (1983). 
that, “my graphic work, oriented to — Lunch with Lautrec documents the Courtesy of the artist. 
satire and lampoon, comes out of artist-epicure cooking for guests— 
current and past events, bits and with likenesses of the café enter- LM MRRES el beer ae 

/ pieces of which have dug into my tainers and demimondaines of his proffered it as proof of Joseph’s 
mind.”” This comment anticipated posters and prints; and Picasso at the death to the stricken father. In the 

' later themes, rooted in realities but Zoo has the Spanish master sketch- print, Joseph, the gift of Jacob draped 
embellished by outlandish improvi- ing a centaur, a minotaur, and other upon his shoulders, postures with a 
sations. They would be as topical as mythical animals of his art, now youthful curiosity and pride—the 

/ The Great Society of Lyndon Johnson _ confined to cages. As for print- “coat of many colors” lush with 
! (1966), the upside-down hanging of making in America, the Entry of richnesses devised by polymer- 

! the dead bodies of Mussolini and Mauricio Lasansky into Iowa City is intaglio/silkscreen printings which 
his mistress, Carla Petaccitwenty obscured by a rousing football vic- Meeker had developed. 
years before—with a mocking title, tory parade, and Rauschenberg at Portraits and self-portraits, 
Quo Vadis, Baby? (1967), or past Tamarind, in Hollywood is turned whether sequestered in episodic 
heroes and hapless in a hilarious into a Busby Berkeley song and themes or composed as single like- 
story of our nation, Histories: U.S.A. dance spectacular—and hoax. A nesses, were a tradition in print- 
(1973). John Dillinger, a folk figure mentor of modern American print- making that rarely waned and art- 
of banditry in the thirties, triggered — makers was assigned his place in his- ists continued to submit them for 
Colescott’s running tale of the scof-__ tory by 8. W. Hayter Discovers Viscos- national exhibitions. Portraits by 
flaw and his mobsters. After an es- ity Printing (color fig. 43) at Atelier Lasansky could make up a family al- 
cape from the Crown Point, Indi- 17 where Hayter raises a brayer, bum; Gloeckler lampooned his like- 
ana, jail, which Colescott revised loaded with red ink, in triumph.” ness in the resting cyclist of Big 
into The Breakout From the Indiana Logic was also disarmed in the Biker (fig. 8.7); and Virginia Myers 

} Pen (1966), Dillinger left a trail of prints by Robert Nelson of super lent intimate characterization to Self 
violence and twelve banks robbed birds and bovines despite their real- Portrait with Hat (fig. 8.12). 
across the Midwest. Cornered in a istic renderings. A bespectacled Among abundant prints picto- 
northern Wisconsin resort, the At- rat—giant flashlight in hand—pur- rially inscribed to lend credence to 
tack and Defense at Little Bohemia sues an unknown quest into the fanciful tales were the parables by 
(color fig. 42) ended in a bungled darkness of Light Lond (fig. 8.10), David Becker—partly autobio- 
assault by the “Feds” and the ban- the punning title of the print bely- graphical, partly imaginary—which 
dit’s getaway. The siege of “Little ing his heavy backpack bulging in the prints became, for him, real- 
Bohemia” had its “shoot-out” from with other shining flashlights, ham- _ ities. In a Dark Time (fig. 8.13), 
a vintage car racing past a landscape _ mers, wrenches, augers, awls, and like a morality play, has path and 
where a bemused nine-point buck Yankee drills. woods as settings for the acts of cal- 
watches a farmer swill his hogs; a Themes descendant from the Bi- _ lous youth, mocking the shrouded 
mobster laughs as he blasts the ble or from legendary sources—re- dead which lay within the thicket or 
“Feds” from the rustic lodge, its vered throughout the centuries— in a shallow burial case drawn, in 

| rooms filled with death, nudes, and reappeared in prints by Meeker, silence, by the few who mourn. 
lovemaking; and an antique biplane _ Baskin, and others. Meeker, with Seeming factualities supported 
buzzes the hideout at the moment Joseph’s Coat (fig. 8.11), recalled the other kinds of visions by Bruce Mc- 
of assault, signaled by a sheriff—in tale in Genesis when envy overcame Combs—nostalgic recreations of an 
an earlier version, J. Edgar Hoo- the elder sons of Jacob. Conspiring early motor age with racy converti- 
ver—with the likeness, and bra- against the father’s favorite, they bles, driverless, cruising a Bridge 
vado, of Teddy Roosevelt leading sold the youngest brother into slav- _ (fig. 8.14) of bricks that spanned a 

| his Rough Riders. ery, then tore and drenched with city with its billboards of the time 
| The feigning of “histories” con- blood his splendorous garment and _ advertising Republic trucks and Reo
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q | 8.9 cars, Pierce-Arrow “style” and the effects of light and color. Thus, 

3B David Driesbach mighty “Straight-8” Duesenberg. conceptions of landscapes were envi- 

St. Luke Paints the Madonna McCombs created fantasies in un-  sioned anew by Drewes, Day, Sum- 

ee Intaglio (1958) 18 x 23% _— populated cities; the human pres- mers, and Wald, and revised end- 

Pe Shown in the 31st International Exhibition ence was a fact of urban life for lessly as award-winning exhibits 
a of Northwest Printmakers (Seattle, 1960), - & ‘ ie Salat ee EE ess 

HY i Bee Gerson Leiber. “[{I] had always been _ in national print shows of recent 
a the 29th Annual American Graphics and feed be ies maceeandm (decade 

Fe Drawings Exhibition, at the Wichita Art aselilated Oy Deeb ¢ col inasse ane eee e he chaning seas 
Pa Association (1960), the 23rd National Ex- have used this theme a number of Visions of the changing seasons, 

Pe hibition of the Society of Washington Print- times in my prints” *—with The and a Scorched City, were the themes 

ao makers, at the National Collection of Fine Crowd and The Rookery as titles. of eight luminous silkscreens (color 

q Arts (1960), the 34th Annual Ohio Print- However, unlike Marsh who had fig. 44) displayed by Robert Burkert 

pe makers Exhibition, at the Dayton Art In- smothered Coney Island with sen- when he was honored as the Presen- 

a stitute (1960), and the 5th Natwnal Print — suous human bodies, Leiber as- tation Artist in the 15th Annual Ex- 
pa Exhibition, at the Hunterdon Art Center signed to The Beach (fig. 8.15) a hibition of the Boston Printmakers 

= (New Jersey) in 1961. a lure of landscape for people fleeing at the Museum of Fine Arts (1962). 

a Elvehjem Muscum of Art. Brittingham the city. Harold Altman evoked repeatedly 
Te Fund. dern Dntmakers ene ere BE ee cantor 
ay Modern printmakers knew, no the memories of chance encounters 

s less than their forebears, that land- and quiet conversations on public | 

es scapes were limitless in enduring paths with subtle shadings that 
aa forms, visually altered by transitory welded them into benign landscapes, } a ) } ) 8) P 
Ea] 

ae
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pleasant parks (fig. 8.16) designed Pennell, Marin, Lozowick, Arms, 8.10 ie 

to lend civility to an earlier ur- their colleagues, and their successors Robert Nelson B 

ban life. into the 1970s. Cottingham and Light Load i 
A suite of canyon prints (fig. Estes rendered buildings of glass Lithograph (1979) 28 x 38 Be 

8.17) by Clare Romano distilled the and Art Deco designs with the vi- ie oe I tical: Workshop. i 
landscape of a wonder of the natural sual vocabulary of New Realism weighed ge Nae Me Sls Nie ie: 3 i 3 oe Suen tional Exhibition of Boston Printmakers at a i world, the Arizona desert scoured to (fig. 7.36, color fig. 32). Victorian he Brocka ARG 1979). Sh : @ 
awesome depths by waters of the mansions instilled an illusion of age 770 na ani 19 72) Sn pa 
oy csome depts Dy waters _ eee a = = 4 8 the one-man show at the Franz Bader Gal- 
Colorado. Obdurate walls that flank and magic of place in prints by Peter lery, Washington, D.C. (1980). a 
the chasm and nature’s pigments Milton (fig. 7.26) and Kenneth Elvehjem Museum of Art. Gift of James & 
lodged in laminations of descent had _ Kerslake. Shops and homes in vil- Watrous. Hea 

mutability only by the changes— lages of Pennsylvania were familiar a : 
day and night—of lights, shadows, Americana in the White House or | : 

and atmospheric colors, all simu- Blue House (fig. 8.18) by Linda & 
lated by Romano by the bold de- Plotkin. And Keith Achepohl con- | 
signs, textures, and chromatics in verted ancient Mediterranean archi- koe 

her “canyon” collographs. tecture to severe geometric abstrac- 

Architecture of the Old and New __ tions in a sequence of Mura prints. : 

Worlds lent matrices for the images Architecture and landscape were Hes 
and cultural themes of prints by the alternating images in color aqua- = ) 

ee 

ce
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8.11 —————————, 
Dean Meeker if 
Joseph’s Coat ‘ ie 
Color polymer-—intaglio/silkscreen CDIKNN y VA, , 
(1965) 34x 20 )), 
Shown in the print exhibition, Perspectives a ‘ Ca ; a ee 

5 in Color, at the Madison Art Center RR 4) 4 Br ow as \ 

960) hy Sess eee 
Courtesy of the artist. AKER ; " Be a 

See ae Mae ‘oN 
PPE NOR TY ee ERIS 97 Bl ihe! 42.91) Be 

8.12 | Nag FAR Ie ys RS Fe) VE ai oe gine DS et YR Lae Wu ah Virginia Myers oe gee eee SR Re aay | 
Self Portrait with Hat Eee: Coen!” -., ” Sn ON ees 
Engraving (1960) 34% x 22 {fe eee et Te J iS ep ik vane y 
Awarded a Purchase Prize in the 31st Na- fi Si SAS N pd he we ae be BG ! 
tional American Graphic Arts and Draw- ey ep eer jad f We r Be Bs iz rata ; 4 / 

ing Exhibition, at the Wichita Art (i x! 7 by SPAS Ff Ai 5 a a ia ee Gia 
Association (1963). Shown in American ee Pecieey te Va ee? eno Mautner rey te 
Graphic Workshops: 1968, at the Cincin- ea, ory baat oe EB dearsatics. Aj Res iS) 
nati Art Museum (1968). ' ce HP oe f me fee es St i 2 WN ey 

Courtesy of the artist. Pea AAG) Heh eee | 
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8.13 tints of Frances Myers, dramatically ure during the sixties and seventies, 

David Becker combined in Monte Alban II (fig. all were arenas coast to coast where } 
In a Dark Time 8.19) where massive pre-Columbian masters from several generations dis- : re : 8g ete 
Intaglio (1973) 16 x 24 met: terraces and temples still rise as ruins _ played the excellence of their prints f 

prone ie = a in the eh against the panorama of receding and the young gained entry for the 
| Taco tate Nee ie eee aeerotmn rate ranges. In 1977 she was testing of their talents. The thou- 
| of Modern Art, Cali, Colombia (1976). a : ae 

. . yee commissioned by the Perimeter sands upon thousands of prints 
Shown in the retrospective exhibition, 30 : ae 5 . i Pee. 
Years of American Printmaking, at the Press to create a portfolio of land- chosen for those kinds of exhibi- 

Brooklyn Museum (1976). mark buildings designed by Frank tions, the multitude of works with- \ 
Courtesy of the artist. Lloyd Wright.”* Myers, in prints, held from competitions but pro- k 

honored creativity in architecture moted by dealers and publishers, 

8.14 by envisioning the essences of six and prints honored by invitational \ 

Bruce McCombs Wright designs that spanned half a and one-man shows were all mani- 

Bridge century from Unity Temple (1906) _festations of an American print- 
Intaglio (1973) 28 x 22 to the Marin County Civic Center making enterprise that was flourish- 

Awarded a Purchase Prize in the 15th An- (1959). Among them was the sea- ing as never before. 
nual Bradley University National Exhibi- sonal center of the Taliesin Fellow- 
tion of Prints (1975). Shown in New ship—animated structures on an . 
American Graphics: An Invitational Ex- Arizona desert slope—conceived 

EE eee Nae eg a anew by Myers in a medley of forms 
(1975), the 3rd National Print Exhibition ee j Le Bete | £ : 

of the Los Angeles Printmaking Society, at eee gmp DoS 
the University of Southern California Taliesin West (color fig. eo ae i 
(1975), and in the 18th North Dakota _ Many national competitive exhibi- 
Print and Drawing Annual Exhibition, at tions had been sponsored resolutely { 
the University of North Dakota (1975). year after year; others failed soon 
Courtesy of the artist. after launching. Whatever their ten- 

}
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A 8.15 8 INE SR a . g 
a Gerson Leiber a cine , x eae s . . ee ad 5 ea 

2 The Beach oe ed . oat * ES e, a 

aH Etching/aquatint/roulette work (1965) te oe rh Ce er wlio Ps ES 
y 21% x 27% ‘ Fie seg, ™ me a a ele arian 

y Awarded a Purchase Prize in the 15th Na- x = . a Md ela eS S Rt 4 Ps x ee KA 

an tional Print Exhibition, at the Brooklyn ed a at ss x at : Ne AS ee A 

ag Museum (1966). Shown in the American . Pa 4 al ee 4 ahs, a. Oe ee, 
a Exhibition of Contemporary Sculpture and . ee ae be 4 ape & A ae “Nyt ee ay 

a i is ; wa wh (Os is Ney | Ae hi od pi Prints, at the Whitney Museum of Ameri- 3. ry » ms oa cS Se. iss id ai eS 

a can Art (1966). ak Sees eS ee ey. ieee 8 
a Cincinnati Art Museum. Gift of the » i 4 “ e* x ‘nV co pein ty fe, 

oe Cincinnati Print and Drawing Circle. es we Fg ma, a ree a a 

A ‘k ‘ a eh wilh > e 

Aen a.) mene “OS, 
Hn 8.16 ia <B) ee Wh 2 ie A : 
By eG a om e ° ie ‘ é 
ee Harold Altman aS gaa 4 h hoo ae Ne 

4 ‘ : ee Oe a Tele" . Z| Park with Seven Figures Rs cae ge i a & be. eth = 

4 Intaglio (1969) 11% x 19% we 3) oO re . .e eh 
Bp Imprimé Georges Leblanc, Paris. Ba ee — ne hehe. Ht 4 i's 4 ‘ eel RS 

ie Awarded a Purchase Prize in the 11th An- a — baie He > . Pr ES o Pe “a i 

a nual National Exhibition of Prints and 4 PES Veh. "aa tae ae 1 

: Drawings, at the Oklahoma Art Center ar ‘ a: mS mas % cs ys, _ ‘igs 
| (1969). Shown in the 2nd Annual Na- 7» Bs Wa Bah ei AED 

ae tional Print and Drawing Competition, at 
| Northern Illinois University (1969), and 

Bi the 22nd Annual Exhibition of Boston 

oa Printmakers, at the Rose Museum, Bran- 

ee deis University (1970). 

ee Courtesy of the artist. 
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Clare Romano Be 

Silver Canyon ‘ 
Collagraph (1977) 22 x 29% & 
Shown in the 56th National Print Exhibi- e 

Ee tion of the Society of American Graphic i 
= ee Artists, at the Azuma Gallery (1978), and a 

t | pa ae SC ee in the National Invitational Printmaking BE | pote’ ef Ae ty! ek Sean Exhibition, at the University of South a 
oe ae Dakota (1978). LS 

ae CS ae a Courtesy of Associated American Artists. Q x 

a ee, aS 3 ae s Ee 
_— a eae ag p 

aS ied 5 18 a 

oo Linda Plotkin a ee RED ak a . 7 z 4 b AND ‘ Blue House i i 

‘ BL AIR hi Sah Intaglio (1975) 24% x 32 S 
tt: Paes je i Received an Award of Merit in the 5th i 

, eS _ i iV. E Biennial International Mat-media Exhibi- Be 

eas ‘ 4 SE sy tion, at Dickinson State College (1975). e 
; a : Shown in the 54th National Print Exhibi- fe 

i ine Paka tion of the Society of American Graphic le ; 
Loh Artists, at the Pratt Graphics Center : ; 

| (1976), and the 10th Dulin National " 

! Print and Drawing Competition, at the fe 

i Dulin Art Gallery (Knoxville, 1976). u 

Courtesy of Associated American Artists. : 
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Ea Frances Myers 
Ee Monte Alban I 
ies Color aquatint (1976) 21% x 27% 
a4 Shown in the retrospective exhibition, 30 

a Years of American Printmaking, at the 

Be Brooklyn Museum (1976). Awarded a Pur- 
a chase Prize in the 3rd Miami Graphics 
aa Biennial International Print Competition, 

al at the Metropolitan Museum and Art Cen- 
pas ters (Miami, 1977). Shown in New Talent 

rs in Printmaking: 1977, at Associated 

a American Artists. 
a Courtesy of the artist. 

pr 
rats 

ae 
ae 

gia rae



| SSR os! The booming market for prints editions often was an act of con- 
} from the 1950s on was accompanied _ trived rarity, whereas prints as multi- 

by artistic innovation as well as con- _ple “originals” could, or should, be 

tinuing controversy over the defini- printed in whatever unlimited num- 
tion of an original print. Dubious bers technology and quality of im- 
and fraudulent practices in the print- _ pressions permitted.* Also in 1971, 

making enterprise in the 1950s had —_ Jack Beal, painter-printmaker, wrote 
led to articles of alarm in the art of other matters in dispute, citing: 

| journals and to the publication of the quasi-immoral situation now | What Is an Original Print? by the Saga it eat 2 | i" : ee pervading the world of printmaking. 
1 Print Council of America in 1961. Foremost among them is the pro- 

! As the market for prints grew, the duction and sale of off-set lithographic 
vexatious practices spread. There reproductions of oe os 

was no consensus among artists, ings—works which are being signed by 

critics, publishers, dealers, and legal _ the artist and misrepresented by #hé 
authorities about criteria for “origi- _ sellers. E : 

nal” prints. By the end of the seven- More Davate occurrences include ; 

ties several states—including Cali- esta drawings by well-known artists 

: aa wis fornia, Maryland, and Hawaii—had cert eg ee eee 3 eed legis lation for the protec- the technicians at the print por On 

Contr ‘Over: sial tion of purchasers of art though i Heguey are made, sence sup co Be Bt ors mixed, and editions run without the 
Practices none provided model laws. And, in artist ever seeing or participating in the 

: the early eighties, the State of New process. 
° ° York proposed disclosures about Similar practices prevail in litho work- 

and Continuing pins cane or indeter- shops. Not | long ae drawing arrived, ; Innova tions minable that dealers of integrity in a graphics workshop, from one of the 
. were compelled to oppose the world’s most famous artists. It was pho- 

legislation.’ tographed and applied to a zinc plate. 
The disputes about what was or Several chalk transfers were made onto 

WASHOE An “original” print had a one = aie Aneeit a ! 

flared up once again after Donald vy ; ee eee ae oa may atew 
: : ; and painted on these plates in a superb 

A. Karshan, Pfint editor of Art ie imitation of the style of the artist. He 
: America, initiated a print-publishing then mixed the inks and ran the proofs. 

program for the magazine in July Since the artist went to Europe just after 
1968 with the following rationale: doing the original drawing, he had 

“The Larry Rivers color lithograph signed several hundred sheets of blank 
(A Hut Can Be a Hairdo) bound paper so that the entire print could be 
into this issue is as original in its produced and marketed in his absence.* 

edition of 46,000 as it would be if In 1974, such issues led Print 

the edition were fifty impressions— Collector’s Newsletter to publish four 
j as long as each impression had been articles, each entitled “On Origi- 

printed with sufficient care to fully male a Gabriel Austin, Richard 

represent the original intentions of Field, Hubert Prouté, and June 
the artist.”? For the six issues of Wayne.> Although Wayne was un- 

1970, color lithographs by Paul willing to define “original” prints 
Jenkins, Anuszkiewicz, Calder, Peter because itwas “anlevercise i fie 

] Dechar, Ray Parker, pad Rauschen- tility,” and asserted that the best 
berg—the last in an “edition of attempts were those of the Print 

| 65,000—were printed by the Triton Council of America, she posed the 
| 3 Press, folded, and bound into copies following queries, “Would you col- 

| of Art in America. ; : lectors, critics, curators, dealers 
/ In Studio International the follow- agree to buy only those prints that fit 
ing year, Karshan elaborated his ar- the definitions? What about your 
gument that limiting impressions in ‘tight’ to curatorial opinion, lennieal
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judgment, access to mavericks and lead reliefs and sheet-lead emboss- On the other hand, the interests of 

innovators? Can you be free if artists ments by Johns and Nevelson were _ printmakers had been limited by the 
arent? marketed under a catchall of prints _ search for handmade papers of per- 

Wayne then rebuked the print- or multiples. The Hoarfrost series manence, of differing characteristics 
publishing practices of some artists, (1974) by Rauschenberg—printed _ that catered to a concordance with 
some dealers, and Art in America: on silk, chiffon, taffeta, and other one or another printmaking process, 

NA Gne Ree antennae real textiles—was hung one print behind and of effectiveness as carriers and 
money as counterfeiters, and the patois another as a row of huge, floating foils for printed images. Few hand- 

OF print Panneicemce is ievermoreie veils. Bontecou printed on muslin, made papers satisfying the several 

ent than among pushers of worthless Ruscha on linen, and the carrier for needs were produced in the United 
printed pictures. One only has to read William Wiley’s Little Hide: Slake States during the twentieth century 
the Karshan text that accompanied Art (1973) was chamois. Plastics— until scattered small mills were 
in Americe’s “original lithographs in lim- translucent, opaque, or with lami- founded after 1960.’ Those paper- 
ited editions of 60,000” to see how the _ nated metallic surfaces—were chosen making ventures made their contri- 
language of expertise can be twisted to in lieu of papers for editions by butions to a welling-up of enthu- 

allen junk. What pyrotechnical lin- _ ichtenstein, Rauschenberg, Rosen- _ siasm for the creation of paper art 

le ole es ae quist, Rivers, and Ernest Trova. The objects, including prints with hand- 
how sinipletoicek ete penn mich. composer John Cage created what made paper pulps or papers that 

selves, feel the misery of the images suf- he called “Plexigrams,” silkscreens were cast, laminated, embossed, 

focating in a prison of inept processing, 0M Plexiglas sheets which were fitted folded, torn, and sliced with open- 
place the ugly paper in the sun and into slots of a wooden frame similar ings or cut to form protruding flaps. 

watch the colors fade. Eyes, sensibility, in construction to Rauschenberg’s A broadened awareness of the po- 
common sense, knowledge, experience Shades (fig. 7.11). Cage gave the tentialities of paper beckoned inno- 4 
are the best protection against a fake, random letters, words, and symbols __vative printmakers, among them 
and my definition of a fake is anything the title Not Wanting to Say Any- Michael Ponce de Leon who, in 

that pretends to be something it isn’t.* thing About Marcel (1970), which creating Omen (color fig. 46) and 
A year later Judith Goldman, edi- paid oblique homage to Duchamp. _ other prints of the midsixties, cast 

tor of Print Collector’s Newsletter, The vacuum-forming of thermoplas- and welded metal plates as three- 
called the disputations feckless: “No tics for industrial products and free- dimensional structures, inked each 
distinguishing criteria for quality standing sculpture was adopted with level separately, and with a hydraulic 

emerged out of the deluge of [re- printings in heat-resistant inks for press printed and formed quarter- 
cently] printed pictures. Attempts to Wesselmann and by John Risseeuw —_ inch-thick papers—expressly created 
establish them were often economic, _ for his innovative illusions, in relief, _ for him by the papermaker Douglass 
and inevitably reverted to discus- of figures, symbols, maps, and po- Howell. Ponce de Leon affirmed 
sions of originality—an issue as etry. “Copy Art”—the duplications that “while constructing this [kind 
boring as it is spurious. Prints, by of drawings, paintings, collages, and _ of] bas-relief I feel a closer kinship 
definition, are reproductive; ovign- \ parts of the human body in black to the sculptor than the printmaker 
nality, whatever it may be, lies with and white or colors with the photo- or painter..." 
the artist, and in the printer’s and copying machines of the Xerox, 3M, Innovative trials with Papers were 

publisher’s integrity.”” and IBM corporations—had advo- carried forth in the studios of indi- 
During the seventies, dealers, col- cates whose exuberant claims of a vidual printmakers or at small ex- 

lectors, curators, critics, and ju- new medium of printmaking were perimental workshops. One of the 
rors were confronted by anomalies.  ‘¢miniscent of those made for silk- _ latter was the Jones Road Print 
Printmaking was Ponecivediaca screen in the early forties.* ss Shop near Barneveld, Wisconsin, 
open-ended art; works that-were un- wonder that those, and other’pro- established by William Weege in 
traditional or exotic in processes and cesses and materials, appeared to be 1971." The prospect of prints as 
materials were presented for display 4 carousel of technical confections objects was explored with pulps and 
in print galleries or regional and na- from which printmakers and work- papers as in Sam Gilliam’s Great 
tional exhibitions. By then, prints by Shops selected whatever was aesthet- American Quilt series (1976) with 
photolithography and photosilk- ically appropriate and innovative, or paper embedments and color stains, 
screen were commonplace. Emboss- novel enough to attract attention. and the laminated, woven paper 
ments of paper—some inkless—by Designers of craft arts long had prints by Alan Shields which Weege 
Albers, Ezio Martinelli, Angelo Sa- known that all kinds of Papers and described as “things with print- 
velli, Boris Margo, and Deshaies paper pulps were materials agreeable making techniques.” , | 
were no longer unusual, and the to infinite artistic manipulations. The print objects by Shields
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(color fig. 47), at once symbolic and __ the latter with outright puns or dou- mental lead-sheet monotype, Jack 
decorative, combined the processes ble meanings, as in the print of a Zajac’s Moth from a series of inkless 
of the craft arts and printmaking. sensual nude, reclining with legs embossments, and Technical Arti- 
The papers were handmade and cleft, and linked to another phenom- _ facts, a series of heads which Tullis 
laminated by Shields and Joseph enon of nature on the West Coast had cast with paper pulp and brushed 
Wilfer at the latter’s Upper U.S. by the title Andreas Fault (1975). with graphite to simulate the shim- 
Paper Mill, south of Madison. In Weege’s Record of My Work (1976), mering gray of plumbago. Creations 
the pulp stage they were embossed an abstraction printed with mixed from the Institute gained further 
by wires with elaborate watermarks media on an acetate phonograph visibility in 1976 when Martha Jack- 
to trace designs and, when the pa- record, was alluded to again by Rec- son Graphics sponsored an exhibi- 

pers were dry, silkscreened on both ord Trout (color fig. 48), a brilliantly tion in New York and a show of the 
sides, relief-printed with sliced vege- _ pigmented game fish, mounted—as__ works toured museums and galleries 
tables, cut for interweaving with pa- if it were a trophy catch—on three —_ across the country.” Vacuum silk- 
per strips, sized for bonding flock National Public Radio Theater screens by Sam Francis were in- 

| or glitter, and pierced, or stitched records. cluded in the exhibition. Beyond the 
with colored threads, on a sewing The innovative use of papers had _ threshold of printmaking toward 

1 machine. been one quest among others at the sculpture were the graphite-coated 
! In the late sixties, Weege’s “Ver- Jones Road Print Shop and Weege paper castings by Tullis, David 

istic” prints were photocollages— explored further possibilities in Whipple’s suites of paper dustpans 
barbed broadsides against social 1977 as a visiting artist at the Inter- and shovels, the latter with wooden 

injustices, Richard Nixon, the Viet- _ national Institute of Experimental handles, and the low-relief paper 

nam War, and Mayor Richard Daley Printmaking where paper and paper- _ sculptures of Louise Nevelson— 
at the 1968 Democratic National making were prime concerns. He Dawnscape in white and Nightscape 
Convention surrounded by violent created works beyond the boundar- __ in black—made after a sculptured 
clashes between protesters and po- ies of printmaking—frame construc- wood “positive” was shipped from 
lice on the streets of Chicago dur- tions laced with strings, each laden New York to the Institute where a 
ing the “Days of Rage.” Jack Beal, with pulp as a filament when lifted _ latex “negative” was fabricated as the 
painter-printmaker of a New Realist from the watery vat. The objects mold for the paper castings. 
style, described Weege’s prints as were pigmented, detached from the Atelier Royce, an experimental 
closer to Life than those of “other frames, pressed, assembled in lay- enterprise open to professional 

painters who use social images . . . ers of webbed designs, and, on oc- artists, was initiated by Richard 

because it tickles their fancy, and be- _casion, given a waggish title such Royce at Santa Monica in 1976. 
ing bound up in the New York Fag _as San Francisco String Symphony The shop concentrated on paper- 
Pop World, do their best to... ob- (1977). making and the creation of paper 

] scure any meaning the original im- The International Institute of Ex- _ objects, some with woodcut and 
age held.” perimental Printmaking had been intaglio printings.'* Judy Chicago 

In 1970, Weege and Jack Damer _ established in 1973 by Garner Tullis _ cast her large paper butterfly, 
were sponsored by the International in an old lumber mill at Santa Cruz — Submerged—Emerged (1976), from 
Art Program of the Smithsonian In- and relocated with expanded equip- _ carved wooden molds, with the im- 

stitution as the two printmakers at ment for paper and printmaking in _ pressions either paper-pulp white or 
| an American graphics workshop as- _a warehouse on the docks of San colored by airbrush, without print- 

sociated with the Biennale in Ven- Francisco three years later. Although ings. Claire Falkenstein, however, 

ice—Weege as the supervisor of the Tullis was committed to the idea favored bands of white decorations 
shop and to demonstrate silkscreen, _ that there were unexplored poten- printed by lift-ground etching be- 
Damer as the instructor in lithogra- _ tialities for art on, in, of paper,'° fore the black papers of From Point 

phy.'* By then, Weege’s prints were “Experimental Printmaking” in the to Cone (fig. 9.1) were folded into 
moving away from black-and-white title of the Institute suggested ample _ graceful convolutions. Experiments 
political commentaries toward options for visiting artists, whatever _ by Royce (fig. 9.2) led to “prints” 
elaborate aesthetic effects from their artistic inclinations. Thus, by hand-pressing paper pulps onto 
pigments, dyes, flocking, glitter, among the early works created at the wooden panels which had been 
and stitchings that he, and Shields, shop—and displayed in an exhibi- incised and inked for the transfer 

| explored at the Jones Road Print tion, Pioneering Printmakers, at the of images. The castings, when re- 

| Shop. Playful lampoons of a sex- Fine Arts Gallery of San Diego moved, were bonded at the edges to 
saturated American popular culture (1974) '*—were Nathan Oliveira’s construct freestanding sculptural ob- 
often lay beneath images and titles, Woman, Santa Cruz, an experi- jects with printings.”
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Printmakers were intrigued by the _ and crafts. Some new approaches 91 Es 
| potentialities of arts created in, on, were mere novelties or were limited — Claire Falkenstein j 

| or of paper and, not surprisingly, as by an infatuation with technique From Point to Cone iu : iB 
the new mills producing handmade _ that recalled the misgivings of Zi- Paper object with sugar-lift etching ie 
papers flourished, the artists heeded _ grosser, Ashton, and Campbell a ee 

' : = : Al ee ee Printed at Atelier Royce. ef | the advice of and welcomed collabo- about technical exhibitionism in the ( vies a 
A i pe aiccat ., Shown at Atelier Royce in one of several es 

rations with master papermakers. By __ fifties. Whatever the individual merit “pa teas s : ey 
fe Se: | é ~ ct fe ee ies be _ _ exhibitions in the Los Angeles area during he 

the late seventies, the organizers of of each venture, the exploits became 1976 that celebrated Women in the Arts. Le 
; symposia on papermaking and paper a conspicuous feature of print- Courtesy of Atelier Royce, Ltd. a 

arts were including as panelists, making in the sixties and seventies. a ‘i is 

printmakers, workshop directors, And some of those ventures ex- ee 
| and curators of print collections, no- _ tended the borders of printmaking oe nate 5 a 

i tably so at the World Print Council’s and offered seminal influences to the Ghph NS eS 
: conference on Paper—Art & Tech- art of the early eighties. Cast paper object with printings (1979) oe 
? nology, held at the San Francisco 42x26 x 48 a 

Museum of Art in 1978.” Cregied ae Atchier Ronee, Be 

The printmakers and workshops Shown in the exhibition of Atelier Royce at ie 

that freely exploited new materials the Portland Art Museum (1979) and in fae 
and technological innovations fre- Richard Royce: Cast Paper Prints and Ob- ee 

quently adopted conceptions and Jects, at the Contemporary Crafis Gallery fee 

practices that had been traditionally (Portland, Oregon, 1979). a 
within the province of other arts Courtesy of ‘Atelier Royce, Ltd. ie 

i) Le



a aS For many decades American print- American printmaking continues 
. making received less honor than to flourish in the early eighties. The 

Epilogue the art deserved. In the sixties and fascination with the history of the 
seventies, however, a consensus art is encouraging further invento- 
emerged that recent printmaking in ries, surveys, and assessments that 

the United States equaled or sur- offer new perceptions of American 

passed in excellence that of any prints and printmaking. Both the 

other country in the world. Con- consensus about the creative excel- 
currently, a greater interest in the lence of recent prints and the can- 
history of the art arose. Scholarly vassing of the history of the art are 

studies of past and present prints tacit judgments that American print- 
and printmakers multiplied, curators making is now a mature art. 

assembled retrospective exhibitions 

of their works, displays of prints 

by periods were mounted more 

frequently, retrospective exhibi- 

tions that traced the broader history 

of the art seemed timely, and art 

museums established special con- 

servancies for prints from modern 

workshops.* 

| 

| 

*Conservancies for editions printed at the 

Tamarind Lithography Workshop and the 

Tamarind Institute were established in the 
early seventies at the University Art Museum, 
University of New Mexico, and in the early 
eighties for editions from Gemini G.E.L. at 
the National Gallery of Art and from ULAE 
at the Art Institute of Chicago.



2a Se Chapter 1 Etchers,” Century Magazine 25.4 
(New York, 1883): 489. In 1884, 

Notes 1 American Art Review 2 (Boston, Mary Nimmo Moran’s Three-mile 
1879-1881): 190, 191. J. R. W. Harbor was published in the Stu- 

Hitchcock, Etching in America (New dio (New York), an art weekly that 

York, 1886), 29. issued “Painter-Etchings” on a 

2 Janine Bailly-Herzberg, La Société monthly basis. In 1889, she joined 
des Aquafortistes: 1862-1867 1 her husband, Thomas, in an exhibi- 
(Paris, 1972): 273; preface to the tion at C. Klackner & Co., New 
fourth year of the Société written by York, where she displayed fifty-eight 
Castagnary. etchings; New York Tribune, 11 

3 Maxime Lalanne, A Treatise on Etch- March 1889, 7. 

ing, translated by S. R. Koehler from 15 Some artist-etchers had summer stu- 
the second French edition (Boston, dios in areas where they created land- 

1885): 69 n. 22. Cadart published scape etchings: James D. Smillie at 

the first edition of Lalanne’s Traité de Montrose, Susquehanna County, 
la graveur a Veau-forte (Paris, 1866); Pennsylvania; R. Swain Gifford at 

his widow published the second edi- Nonquitt, Massachusetts; J. C. Nic- 
} tion (Paris, 1878). oll at Shrub-Oak near Peekskill, New 

4 New York Tribune, 5 May 1877, 5. York; Samuel Colman at Newport, 

5 American Art Review | (Boston, Rhode Island; Thomas and Mary 

1879-1881): 338. Nimmo Moran at East Hampton, 
6 American Art Review 2:46, 137, Long Island. Lizzie W. Champney, 

271, 363. The United States Direc- “The Summer Haunts of American 

tory and Year-Book | (New York, Artists,” Century Magazine 30.6 
1882): 22. (October 1885): 846-858. 

7 The influence of Whistler’s prints on — 16 Catalogue of Etchings Exhibited at the 
American and European printmakers Museum of Fine Arts (Gray Room) 
was displayed in the exhibition, The January 1879 (Boston, 1879). Philip 
Stamp of Whistler, at the Allen Me- Gilbert Hamerton, “Mr. Seymour 

morial Art Museum, Oberlin Col- Haden’s Etchings,” Scribner’s Monthly 

| lege; Robert H. Getscher and Allen 20.4 (August 1880): 586-600. 
Staley, The Stamp of Whistler (Ober- 17 “Monthly Record of American Art,” 
lin, Ohio, 1977). Magazine of Art 5 (London, 1882): 

8 Sir Francis Newbolt, The History of xiii. 
the Royal Society of Painter-Etchers and 18 New York Times, 12 November 1882, 
Engravers 1880-1930 (London, 2. John Elderkin, A Brief History of 
1930), 9. The society was granted a the Lotos Club (New York, 1895). 
royal diploma by Victoria in 1888; 19 Elizabeth Robins Pennell, The Life 
Newbolt, History, 29. Haden was and Letters of Joseph Pennell 2 (Bos- 
knighted by the queen in 1894. ton, 1929): 78. 
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11 The events were described ina letter 22 Bacher, With Whistler, 165ff. 

from Maud Whistler to her hus- 23 New York Sun, 15 October 1883, 2. 
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eighteen years after Wunderlich’s 34 “Monthly Record of American Art,” York, 1895), 2. 
death, the dealership became known Magazine of Art 5 (London, 1882): 47 Elbridge Kingsley, “Memories of 
as Kennedy & Co. In 1959 the firm xxiv. New York Tribune, 14 April Wood-Engraving,” Wood-Engraving: 
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only three copies, an Edition de Luxe 42 Minutes of the meeting of the Board 230. The international prestige of 
of two hundred, and a Popular Edi- of Trustees, 19 July and 24 August the Americans was affirmed in 
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Island), Thomas Moran’s Twilight in of a Veteran Collector,” Century from English work.” }



Notes to Pages 21-45 313 

55 The United States Directory and Year- Collector’s Quarterly 1.3 (July in Album 4 by Danseuse, a transfer 

Book 1 (New York, 1882): 60. 1911): 361. lithograph (1893). Donna M. Stein 
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8 Milton W. Brown, The Story of the old. This is its tenth annual exhibi- the original etching, “Meaux Cathe- 
Armory Show (New York, 1963), tion”; “Modern Art,” Dial 76.1 (July dral,” were bound into the pages of 
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of Wisconsin-Madison, 1951). University of New Mexico Press, Whitney Museum of American Art; 

26 Elizabeth McCausland, “Silk Screen forthcoming.) Henri Marceau, Philadelphia Mu- 
Color Prints,” Parnassus 12.3 (March 42 An announcement of the opening of seum of Art; A. Hyatt Mayor, the 
1940): 34. “A New Print Maker’s School” with Metropolitan Museum of Art; Dan- 

27 Guy Maccoy, in an interview with instruction in lithography, drypoint, iel C. Rich, the Art Institute of Chi- 
the author at the Guy Maccoy Stu- etching, mezzotint, aquatint, and cago; Charles H. Sawyer, Worcester 

dio, Canoga Park, California, 14 wood-engraving to be given by Mil- Museum of Art; Harry B. Wehle, the 
March 1977. ler, Lewis, and Landeck appeared in Metropolitan Museum of Art. 

28 Guy Maccoy, in a letter to Carl Art Digest 9.3 (1 November 1934): 4 Lynd Ward, “Woodcut Renaissance,” 
Zigrosser, 4 June 1941, now in the 21. Other details about the school New York Times, 10 March 1940, 

Department of Prints, Drawings and and its brief existence were reported VII, 14. 
Photographs, the Philadelphia Mu- in June and Norman Kraeft, Armin 5 Newsweek 20.22 (30 November 

seum of Art. Landeck: The Catalogue Raisonné 1942): 72. Art Digest 17.7 (1 Janu- 
29 Among the activities of the unit was of His Prints (Bethlehem, Conn., ary 1943): 20. 

the publication of the pamphlet by 1977). 6 New York Times, 3 June 1943, 24. 
Anthony Velonis, Technical Problems 43 Jacob Kainen in the foreword to Syl- 7 New York Times, 20 November 
of the Artist: Technique of the Silk van Cole, Jr., Raphael Soyer: Fifty 19435 11° 
Screen Process (New York: Federal Art Years of Printmaking, 1917-1967 8 Art Digest 15.2 (15 October 

Project, 1938). In the same year a (New York, 1967), vi. 1940): 28. 

publication directed more toward 44 Norman Sasowsky, The Prints of Reg- 9 Joann Moser, Atelier 17: A 50th An- 

| training and production in the com- inald Marsh (New York, 1976), 53, niversary Retrospective Exhibition 
mercial printing trades was issued by 56. Sasowsky also indicated that (Madison, 1977), 9; catalogue for 
J. I. Biegeleisen and E. J. Busenbark, Marsh left prints on random con- the exhibition at the Elvehjem Mu- 

Silk Screen Printing Process (New signments with a number of gal- seum of Art. A more comprehensive 
York, 1938). leries: Weyhe, Rehn, McDonald, recounting of Atelier 17 is given in 

30 Harry Shokler, “The National Seri- Associated American Artists, Ken- Joann G. Moser, “The Significance 

graph Society: The First Ten Years,” nedy, Kleeman, and Kraushaar. of Atelier 17 in the Development of 
Serigraph Quarterly 4.2—3 (May and 45 Stow Wengenroth and Lynd Ward, Twentieth-Century American Print- 
August 1949): 1. “George Miller, Master Printer,” making”; unpublished doctoral dis- 

31 Carl Zigrosser, “Ten Years of Se- American Artist 30.5 (May 1966): sertation (University of Wisconsin- 
rigraphy,” The New Colophon 1.1 13, 63. Madison, 1976). 
(January 1948): 64. 46 Ronald and Joan Stuckey, The Litho- 10 Moser, Atelier 17, 17ff. 

32 Zigrosser, “Ten Years of Serigra- graphs of Stow Wengenroth: 1931 — 11 Frost, “Chemically Pure in Art,” 31. 
phy,” 63. 1972, with essays by Albert Reese, 12 “Engraved Plasters,” Art Digest 17.6 

33 McCausland, “Silk Screen,” 36. Sinclair Hitchings, and Paul Swen- (15 May 1943): 30. 

34 Advertisement for the Kleemann son (Boston, 1974), 17. During the — 13 S. W. Hayter, New Ways of Gravure 

Galleries, Art Digest 10.9 (1 Febru- 1950s Miller was assisted by his son (London, 1966), 134ff. 

ary 1936): 2. Burr. 14 Doris Brian, “Artists for Victory: 
35 Edwin Alden Jewell in the New York 47 Albert Reese, ibid., 21. The Prints,” Art News 41.16 (1 Janu- 

Times, 26 April 1936, X, 7. 48 Andrew Wyeth, as quoted by Wil- ary 1943): 18. Members of the Jury 
36 Art Digest 15.10 (15 February liam Caxton, Jr., “A Portfolio of of Selection for prints were Grace Al- 

1941): 23. Lithographs by Stow Wengenroth,” bee, John Taylor Arms, Kerr Eby,
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Paul Landacre, Armin Landeck, opened simultaneously at the Colo- 11 Joann Moser, Atelier 17: 50th Anni- 
Robert Riggs, and Stow Wengen- rado Springs Fine Arts Center. versary Retrospective Exhibition (Madi- 
roth. Arms was the Chairman of the 34 Print 10.6 (December—January, son, Wis., 1977), 8. Una E. John- 
Jury and the alternate members were 1956/7): 13. Arts 30.5 (February son, American Prints and Printmakers 
Adolf Dehn, J. J. Lankes, Charles 1957): 11. (New York, 1980), 82. 
Locke, and Ernest D. Roth. 35 Una E. Johnson, in the foreword to 12 Lieberman, “Printmaking and the 

15 “New Directions in Gravure,” Mu- the catalogue Third National Print American Woodcut Today,” 50. 
seum of Modern Art Bulletin 21.1 Annual Exhibition (Brooklyn, 1949). 13 Art Digest 18.17 (1 June 1944): 12. 
(New York, 1944): 3-15. 36 “Master Prints from the Museum 14 Art News 45.12 (February 1947): 44. 

16 Art Digest 21.6 (15 December Collection,” Museum of Modern Art 15 Art Digest 23.8 (15 January 
1946): 9. Bulletin 16.4 (1949): 3-14. 1949): 26. 

17 Edmund Wilson, “Doubts and 37 Technical Processes in Contemporary 16 Frasconi: Against the Grain. The 
Dreams: “Dangling Man’ and ‘Under Printmaking (Minneapolis, 1949); Woodcuts of Antonio Frasconi (New 
a Glass Bell’” New Yorker 20.7 catalogue of the exhibition. In 1949 York, 1972). 
(1 April 1944): 73-74. the Mid-America College Art Associ- 17 Antonio Frasconi, as quoted by Wil- 

18 Moser, Atelier 17, 33. ation was known by its former name, liam S. Lieberman, “Antonio Fras- 
19 José Hernandez, El Gaucho Martin the Midwest College Art Conference. coni: Woodcutter,” Print 9.6 

Fierro (1872—1879), bilingual ed., 38 Adolf Dehn, “Revolution in Print- (1955)3752: 

English version by C. E. Ward; State making,” College Art Journal 9.2 18 Stuart Preston in the New York Times, 
] University of New York Press, 1967. (Winter 1949-1950): 201. 11 September 1949, II, 6. Art Digest 

Professor Narciso Menocal suggested 39 Albert Reese, American Prize Prints 23.20 (15 September 1949): 17. 
the visual and literary analogies of of the 20th Century (New York, 19 Howard Devree in the New York 
the domador of Lasansky’s print and 1949), xv. Times, 16 November 1947, II, 9. 
the passage in El Gaucho Martin 20 Art Digest 24.14 (15 April 1950): 
Fierro. 18. 

] 20 Hayter, New Ways of Gravure, chapter Chapter 6 21 Dorothy Drummond, in a reference 
| 11: “Cinque Personnages: Descrip- to the 21st Annual Exhibition of 

tion of Execution from Drawing to 1 Leona E. Presse, Lyonel Feininger: A Prints at The Print Club of Phila- 
Final Print.” Definitive Catalogue of His Graphic delphia, Art Digest 24.6 (15 Decem- 

21 Karl Kup, “Notes Around the Work (Cleveland, 1972), 24, 25. ber 1949): 3. 

World,” Print 4.2 (1946): 58. 2 Carl O. Schniewind, in the “News 22 Carl Zigrosser, “American Prints 
22 Albers, as quoted by Ray Nash in Release” of the Art Institute of Chi- Since 1926: A Complete Revolution 

“Josef Albers,” Print 3.4 (1945): 9. cago announcing the exhibition The in the Making,” Art Digest 26.3 
23 New York Times, 9 November 1944, Woodcut Through Six Centuries (1 November 1951): 71. 

25; 12 November 1944, II, 8. (Chicago, 1949). 23 James Fitzsimmons, in notices of gal- 
24 Art Digest 21.6 (15 December 3 Werner Drewes: Woodcuts (Washing- lery exhibitions, Art Digest 27.16 

1946): 16. ton, 1969); catalogue of the exhibi- (15 May 1953): 14. Una E. John- 
} 25 Una E. Johnson, Ten Years of Ameri- tion at the National Collection of son, American Prints and Print- 

can Prints: 1947-1956 (Brooklyn, Fine Arts, Smithsonian Institution. makers, 91. 
1956), 11. 4 Print 4.2 (1946): 58; 5.1 (1947): 71. 24 New York Times, 6 July 1947, II, 9. 

26 Jean Charlot, “American Print- 5 Una E. Johnson, Will Barnet: Prints Art Digest 21.18 (1 July 1947): 19. 
making: 1913-1947: A Retro- 1932-1964 (Brooklyn, 1965), 9. 25 Francis Harvey, “You Draw with 
spective Exhibition Presented by the 6 Sylvan Cole, Jr., Will Barnet: Etch- Brush and Pencil—Style is a Way of 
American Institute of Graphic Arts,” ings, Lithographs, Woodcuts, Seri- Thinking . . .”, Print 9.1 (1954): 
Print 5.4 (1948): 45. A catalogue graphs, 1932-1972 (New York, 42, 43. 

] listing of the exhibition was printed 1972). 26 Harvey, “You Draw,” 38, 42. 
| in the same issue (pp. 52ff.). 7 Cole, Will Barnet. 27 Rio Grande Graphics issued three 

27 Art Digest 20.18 (1 July 1946): 12. 8 Technical Processes in Contemporary portfolios of prints in 1952, one 
28 Art Digest 21.19 (1 August 1947): Printmaking (Minneapolis, 1949); each by Adja Yunkers, Gabor Pe- 

16. catalogue of the exhibition. terdi, and Seong Moy; published by 
29 Art Digest 22.4 (15 November 9 The author, a member of the audi- Ted Gotthelf in New York. Each i 

1947): 14. ence at the University of Minnesota portfolio offered five original prints 

30 Art Digest 22.6 (15 December forum, received confirmation of the for $ 40, or the set of three for $108. 
1947): 7. comment from Will Barnet in a letter A display of the prints was presented 

31 C. J. Bulliet, as quoted in Art Digest dated 1 May 1980. at the Grace Borgenicht Gallery in 
22.10 (15 February 1948): 24. 10 Louis Schanker, as quoted by Wil- September. Art Digest 27.1 (1 Octo- 

32 Moser, Atelier 17, 83, 84. liam S. Lieberman, “Printmaking ber 1952): 2. 
33 A New Direction in Intaglio (Min- and the American Woodcut Today,” 28 Seong Moy, as quoted by Harvey, 

neapolis, 1949); catalogue of the ex- Perspectives U.S.A. 12 (Summer . “You Draw,” 38. 

hibition. A corresponding exhibition 1955): 50. 29 Irvin Haas, “The Print Collector,”
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Art News 47.1 (March 1948): 8. hibition at the ADI Gallery. Printmakers (opened to national en- 

30 Art News 47.1 (March 1948): 7, 9. 45 Dore Ashton, “Everything’s Made of tries in 1954), Bay Printmakers, 
31 Worden Day, “Credo,” in Worden Wood,” Art Digest 27.1 (1 October Oakland (1955), University of North 

Day: Paintings, Collages, Drawings, 1952): 10. Dakota (1957), Hunterdon County 

Prints (Montclair, N.J., 1959); cata- 46 Irvin Haas, “The Print Collector,” (N.J.) Art Center (1957), Pasadena 

logue of the exhibition at the Mont- Art News 53.1 (March 1954): 10. Art Museum (1958), Oklahoma City 
clair Art Museum. 47 Carol Summers: Woodcuts, 20. University (1959). 

32 Arts 29.4 (15 November 1954): 15; 48 Lieberman, “One Classic, One New- 62 Irvin Haas, “The Print Collector,” 

29.5 (1 December 1954): 27. comer: Feininger, Baskin,” 31. Art News 49.2 (April 1950): 10; 
33 James Robert Spence, “Misch Kohn: 49 “The Color Woodcut,” Arts 31.4 53.7 (November 1954): 13; 54.3 

A Critical Study of His Printmak- (January 1957): 28, 29. (May 1955): 15. i 
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34 Hannes Meyer, El Taller de Grafica Arts 33.2 (November 1958): 66. at the Brooklyn Museum. 
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Wood Engravings: The Work of ed. (New York, 1973), 178, 179. (Brooklyn, 1959), 8; a catalogue of 
Misch Kohn,” Print 7.5 (November 53 From Alfred Sessler’s handscript the one-man show at the Brooklyn 

1952)3\37. notes on materials and procedures Museum. 

36 Leonard Baskin, “The Necessity for for Larva, 18—27 April 1957; now 65 American Prints Today | 1959 (New 

the Image,” Atlantic Monthly 207.4 in the possession of his daughter Ka- York, 1959); a catalogue of the ex- 
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37 Leonard Baskin, as quoted by Dale 54 Charles Smith, Experiments in Relief Council of America. 
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Leonard Baskin: The Graphic Work 1954). ber 1955): ol: 
1950-1970 (New York, 1970); cata- 55 Arthur Deshaies, “Experiments in 67 June and Norman Kraeft, Armin 

logue of the exhibition at the Far Lucite Engraving,” Artist’s Proof 1.2 Landeck: The Catalogue Raisonné 
Gallery. (1961): 21-23. of His Prints (Bethlehem, Conn., 

38 Leonard Baskin, as quoted by Wil- 56 Zigrosser, “American Prints Since 1977), 103, 107. 

liam S. Lieberman, “One Classic, 1926: A Complete Revolution in the 68 Norman A. Geske, Rudy Pozzatti: y 

One Newcomer: Feininger, Baskin,” Making.” American Printmaker (Lawrence, 
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39 Art Digest 24.4 (15 November Today’s American Print Techniques,” 69 Bulletin of the Cleveland Museum of ; 
1949): 4. Art Digest 26.20 (15 September Art 42.9 (November 1955): 201. 

40 Peyton Boswell, Jr., “Picasso for 1952): 7. An illustrated essay for the 70 John Paul Jones, as quoted by Fred- 

Peace,” Art Digest 24.12 (15 March exhibition was printed subsequently erick S. Wight, “Three Los Angeles 
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41 George Biddle, “Open Letter,” Art of American Prints: 1947-1957 89. 

Digest 24.16 (15 May 1950): 5. (Brooklyn, 1957) which also in- 71 Una E. Johnson and Jo Miller, John 
42 Baskin was the featured speaker of cluded the catalogue of the 10th Paul Jones: Prints and Drawings 

the thirty-fifth annual meeting of the National Print Annual Exhibition 1948-1963 (Brooklyn, 1963); cata- 
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tion at Bowling Green State Univer- 58 Dore Ashton in Art Digest 27.15 lyn Museum. 
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if the interpretation satisfied the Arts 33.7 (April 1959): 35. 1953): 21. Dore Ashton, “Modern 
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see Riva Castleman, Modern Prints tional—were those sponsored by the 73 Art News 50.6 (October 1951): 

Since 1942 (London, 1973), 98. Cincinnati Art Museum (1950), 49. Art Digest 26.1 (1 October 

43 Baskin, “The Necessity for the Im- Bradley University (1950), Portland 1951): 16. 
| age,” 73. (Me.) Museum (1951), University of 74 Morris Weisenthal acknowledged 

44 From the “Artist’s Statement,” in Southern California (1952), Dallas that Peter Grippe provided the initia- 

Carol Summers: Woodcuts (San Fran- Museum of Fine Arts (1953), Uni- tive for the portfolio in a letter to 
cisco, 1977), 18; catalogue of the ex- versity of Illinois (1954), Boston Arts 33.3 (December 1958): 7. The
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cited by Moser, Atelier 17, 10, 11. Annual,” Art Digest 28.14 (15 April Making of ‘Souvenir’,” Print Col- 
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sion (Phoenix, 1980); catalogue of 93 “Tamarind Lithographers,” College Jim Dine,” Jim Dine Prints: 1970- 
the exhibition at the Phoenix Art Art Journal 20.2 (Winter 1960— 1977 (New York, 1977), 14; cata- 
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Arts 29.7 (1 January 1955): 21. Printmaking: 1955,” Arts 30.1 11 Una E. Johnson, American Prints 
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79 Dore Ashton, in Art Digest 28.14 95 Print Council of America, What Is 183. 
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maker in Modern American Serigra- the exhibition catalogue, Contempo- 
phy,” 13ff unpublished doctoral 1 Francis Valentine O’Connor and Eu- rary American Prints from Universal 
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1953): 21: 8 The lithograph was described at then the art critic of the San Francisco
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25 Art Digest 27.10 (15 February 1973 (Bonn, 1977); catalogue of the and Print Workshops,” American 
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29 The six goals for Tamarind were re- published by the Tamarind Lithogra- 56 Peter Milton, as quoted by Kneeland 

viewed in June Wayne, About Tama- phy Workshop. McNulty in “The Artist and His 

rind, 6. 45 Clinton Adams, in an interview with Work,” Peter Milton / Complete Etch- 
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raphy Workshop,” Artist’s Proof 2.1 Tamarind Institute 1960-1979 (Al- World of Peter Milton,” Artist’s Proof 
(Spring 1962): 44, 45. buquerque, 1980). 11 (1971): 74. 
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