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Foreword 

When the Elvehjem Museum opened its doors in 1970, lifetime of interest and research in the field of American 

it was largely thanks to the tireless efforts of James printmaking. Working closely in selecting prints for the 

Watrous, professor emeritus of art history at the Uni- exhibition with Professor Watrous has been Andrew 

versity of Wisconsin—Madison, to bring the museum Stevens, Elvehjem assistant curator of prints, drawings, 

into being from the disparate collections around the and photographs. Stevens also researched and wrote the 

university. Thus it is a special privilege for the Elvehjem entries on the individual prints included in the show 
once again to take advantage of the knowledge and and catalogue. 

experience of Professor Watrous in presenting this exhi- We owe a special debt of gratitude to the National 

bition and catalogue of American color woodcuts. Endowment for the Arts, the Wisconsin Arts Board, 

One of Professor Watrous’s many interests as an and the Brittingham Fund, Inc., for generous support 

art historian has always been American prints. Particu- for the exhibition and catalogue. We are also grateful 

larly well known is his book A Century of American for the Department of Art History James Watrous Fund 

Printmaking, 1880-1980, published in 1984 by the for permitting purchases of prints for this exhibition 

University of Wisconsin Press, which is used as a basic and the permanent collection. 

introductory text to the medium in universities around The museum staff diligently attended the many 

the country. During the flurry of critical interest that aspects of this project. Corinne Magnoni, assistant 

surrounded color woodcut prints in the 1980s, Profes- director for administration, and Lori DeMeuse, account 

sor Watrous observed that there was little acknowledg- specialist, were both assiduous in attending to practical 

ment of the long, uninterrupted development of the and financial matters. Registrar Lucille Stiger efficiently 

medium as practiced by American artists which has con- arranged for loans and photography, while Patricia 

tinued throughout this century. Watrous first took the Powell edited the texts and coordinated the pho- 
opportunity to rectify this situation in a lecture in 1987 tographs for the catalogue. We also rely on the impor- 

that traced the history of the color woodcut in America. tant contributions of University Publications art 

This lecture eventually grew into the essay which we are director Earl Madden, editor Linda Kietzer, and print- 

pleased to present in this catalogue and into the exhibi- ing manager Barb Nice. 

tion which this catalogue documents. The lenders to the exhibition also deserve our 

Several people contributed significantly to this appreciation for allowing these works of art to be seen 

project over its years of preparation. First, we must by a larger public. 

acknowledge the extraordinary dedication of James 

Watrous, for making the proposal, helping prepare the Russell Panczenko 

checklist, and writing the historical essay. This exhibi- Director 

tion and the catalogue have been much enriched by his September 1992 
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A CENTURY OF 

COLOR WOODCUTS 

Color is a resplendent feature of recent American print- man-years of painting in Europe. Subsequently and 

making. It lends a lushness to prints in all media, independently, each developed an admiration for Japan- 

including woodcuts, prints from wood with dazzling ese prints through various encounters with Japonisme, 

chromatics that are being created by talented Americans here and abroad. The appreciation of the Ukiyo-e wood- 

such as Helen Frankenthaler, Carol Summers, Karen cuts, along with their personal inclinations expressed in 

Kunc, Richard Bosman, and others. the form and content of their compositions, led them to 

This was not always so. Most Americans who first create color prints influenced by, but without slavish 

became involved with the fine art of printmaking in the imitation of, the Japanese. 

1880s, and during a half century thereafter, were unin- Arthur Dow was fascinated by the abstract order- 

terested in color; they favored black-and-white etchings ing of line, shape, and color that underlay the topical 

and lithographs to emulate the monochromatic prints imagery of the Japanese woodcuts. Upon his discovery 

of Charles-Emile Jacque, Maxime Lalanne, and other of Hokusai prints in 1890, he wrote: 

French artists, and the works of the leading printmakers 7 ; : 
of England, such as Seymour Haden and James A.M. It is now plain to me that Whistler and Pennell, 

Whistler. Furthermore, the Americans had scant interest a eae ou Hain arerenlly eee 
. i . . the Japanese, though adding their own genius. One 
in the color prints of more venturesome Europeans : : SpaNioed is * 

: . a evening with Hokusai gave me more light on com- 

such as the innovative color lithographs of Toulouse- position and decorative effect than years of study of 
Lautrec, Bonnard, and Vuillard, or the color prints pictures. 

from wood by the Norwegian Edvard Munch, and the 

German expressionists. His enthrallment with other aspects of Japanese 

prints flourished under the tutelage of Ernest Fenollosa, 

curator of oriental art at the Museum of Fine Arts in 

The Influence Boston, who became his mentor and friend.* The small 

of Japanese Woodcuts color woodcuts that Dow created were suited expressly 
to the evolvement of his theories of composition, par- 

There were exceptions, however, in the prints of a very ticularly in the organization of light and dark tones, 

few Americans who were creating color woodcuts in the which he called notan. And when Dow varied colors, as 

manner of the East rather than the West. Their art was he printed sequential proofs from the same wood 

influenced by Japanese prints and Japonisme! — a craze blocks, the light/dark patterns changed as well. The 

for oriental art and decoration that swept across Europe simplified landscapes and multiple effects of those prints 

and the United States at the end of the nineteenth and were crucial for the illustration of his theories when he 

beginning of the twentieth centuries. Indeed, their published his widely read text Composition (1899).° 

infatuation with Japanese prints was so compelling that Although Dow designed, cut, and printed his own 

some of them made one or more visits to Japan, intent wood blocks — respectful of the precepts of the arts 

upon learning more about the woodcut art at its source. and crafts movement — he must have been eager to 

Arthur Wesley Dow (1857-1922), Helen Hyde observe the assignment of those tasks to different arti- 

(1868-1919), Bertha Lum (1879-1954), Charles sans by the Japanese. The opportunity was presented 

Hovey Pepper (1864-1950), and Edna Boies Hopkins during his visit to Tokyo in 1903. Dow received an 

(1872-1937) were eager to understand the techniques invitation to watch a Japanese printer in Charles Pep- 

of Ukiyo-e? wood block prints. And while there, they per’s studio and, on another occasion, had two days of 

had their designs redrawn, cut, and printed by Japanese intensive instruction by Marata Shojir6, Helen Hyde’s 

artisans familiar with the processes. printer.° 

All of those artists had learned the conventions of Color had very different functions in the wood- 

western art at American academies, and later — with cuts of Dow and Hyde. For Dow, color had chromatic 

the exception of Lum — had spent the usual journey- variables from subtle to powerful that could be manipu- 
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lated endlessly for aesthetic effects, as in Nabby’s Point cuts. He, in turn, published Wood-Block Printing, a 

(Pl. 1). And his miniature prints, such as Lily (Pl. 2), manual describing the craft of the Japanese,® and gave 

had hints of Japanese design and abstracted forms much encouragement to Americans in England and, much 

in the manner of modern art. On the other hand, Helen later, in California. Among the artists who received 

Hyde chose subdued colors as calm complements to her Fletcher’s early guidance was Nordfeldt, a young Amer- 

linear pictorials of Japanese women, children, and sea- ican who published his first color woodcuts in 1903 

sonal phenomena such as Cherry Blossom Rain (P\. 3). after his return to Chicago. 

They were, at once, charming, quaint, and even exotic Although the influence of Japanese woodcuts was 

to American eyes. prominent in the early prints of Nordfeldt, his conver- 

Hyde had planned a short visit to Japan in 1899. sion of natural objects into symbolic silhouettes reflected 

However, she found the people and places so appealing features of modern European art. The broad patterns of 

that she built a home with a studio where she painted, muted grays, relieved by random touches of livelier hues, 

etched, and designed woodcuts for most of the follow- as in Mist, the Anglers (P\. 6), lent a subtle abstraction to 

ing fifteen years. The other Americans were as intrigued his works. Later, however, his prints were ornamented 

as Hyde by the methods of Ukiyo-e woodcuts or with with more ebullient colors, as in Pride of Possession (P\. 

the artisans who could cut and print their blocks. Pep- 7), when Nordfeldt turned to a one-block, white-line 

per’s woodcuts were created with such collaborations type of printmaking. A single block was incised to out- 

between 1903 and 1905. Hopkins, who had studied line each part of the artist’s design. Then the individual 

with Dow, prolonged a visit to Tokyo, during an sections were inked and printed separately as the compo- 

around-the-world honeymoon in 1904, in order to sition was transferred to the paper. 

learn the processes. And Bertha Lum in 1903, already 

influenced by Japonisme, acquired woodcut tools and = i 

blocks during a visit to Tokyo. Although her early color Printmakers in 

prints of Japanese landscapes and legends were created Provincetown 

in the United States, in 1907 and again in 1911 and 

1912, she was in Tokyo producing woodcuts in collab- The white-line method was favored by a group of 

oration with Japanese craftsmen. artists, including Nordfeldt, who banded together in 

Lum lent a gentleness and charm to her images of 1916 as the Provincetown Printers. Some were already 

Japanese life and landscape, as in Bamboo Road, and, as experienced block printers, while others eagerly joined 

well, in her ephemeral vision of Point Lobos (Pl. 4) on the printmaking ventures at the art colony. They cre- 

the California coast. She chose translucent hues akin to ated the decorative and color-laden prints typified by 

watercolors when inking the blocks, colors that were Above the Village (P\. 8), a woodcut by Ada Gilmore 

deepened into chiaroscuro effects when dramatizing Chaffee (1893-1955), and The Monongahela (Pl. 9) by 

Japanese myths and legends. They were subtly used for Blanche Lazzell (1878-1956), a kind of printmaking 

The Fox Woman (P\. 5); a tale retold in an English ver- that was continued by them long after the original 

sion, by Lafcadio Hearn.” members of the group had left the colony on Cape 

An interest in the arts of Japan arose throughout Cod.? On the other hand, there was a diversity of artis- 

the western world. And in the United States, the attrac- tic tastes among those who joined the Provincetown 

tive images of Japanese genre and landscape created by Printers at one time or another, ranging from the con- 

Hyde and Lum were pleasant counterparts of the Japan- servative pictorials of Gustave Baumann (1881-1971) 

ese prints and decorative objects that graced many to the prints by advocates of modern art, Karl Knaths 

American homes. But of more importance to printmak- (1891-1971) and Max Weber (1881-1961). 

ers were the methods by which Japanese woodcuts were During those years, color woodcuts gained further 

created, however indirectly artists had to learn those attention by exhibitions in Provincetown, the Boston 

methods. Thus, without the advantage of Japanese area, and New York City. Furthermore, at the Panama- 

tutors, Frank Morley Fletcher (1866-1949) and his Pacific International Exposition in 1915, a gallery was 

pupil B.J.O. (Bror Julius Olsson) Nordfeldt (1878- reserved for prints in color and a number of color 

1955) learned the craft by trial and error. woodcuts received honors. Gustave Baumann was 

Fletcher, a British artist at the University of Read- awarded a gold medal; silver medals were given to 

ing, followed directions published by the Japanese as he Nordfeldt, Lum, and Hopkins; and bronze medals went 

learned to design, cut, and print multiple-block wood- to Dow, Hyde, and Elizabeth Colwell (1881-1954 or 
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56).!° In 1918, the Ehrich Galleries in New York pre- debt to Dow’s theories of color, Weber’s compositions 

sented an exhibition of color woodcuts by twenty-four were more influenced by modern trends in European 

printmakers. Dow and Hyde were included, prints by art. His woodcuts were abstractions of a cubist kind or 

Nordfeldt, Ada Gilmore Chaffee, and Maude Squire stark figures, as in Madonna (PI. 11), that reflected the 

(1873-ca. 1955) represented the Provincetown group, fascination with primitive arts. Disregarding technical 

and color woodcuts by Rudolph Ruzicka (1883-1978), traditions, he produced his woodcuts by rudimentary 

Alice Smith (1876-1958), Elizabeth Colwell, and a methods. Frequently his blocks were the sides of the 

miscellany of other printmakers were shown. The exhi- basswood frames placed in beehives to collect comb 

bition prompted Peyton Boswell to hail “the New honey. He cut the images with an ordinary pen knife 

American School of Wood Block Printers in Color,” and applied artist’s oil colors with his finger tips. And, 

claiming that its members were creating an “. . . art of finally, the print was finished by placing a soft cloth 

the finest type for America.” However, Boswell charac- below the paper and block on the studio floor, adding a 

terized the woodcuts not as prints coveted for the port- book, and pressing them all with his foot. 

folios of collectors, like the etchings of the time, but as Weber’s color woodcuts were neither well known 

decorative art for the home: nor well received in the early twenties. A number were 

; y included in an exhibition of his paintings and sculptures 

IEEE he aaa Popp arose pom aio Gamrlt bere at the Montross Gallery in New York in 1920. They 
decoration in the tiny and airy little homes of Japan, ig os 
Eee eer eee nent e martcularly appropriate were too avant-garde for most tastes and too expensive 

forthe bunoalow and the country home, where it for most collectors, which prompted Henry McBride, 

affords great possibilities for beautiful and individual the critic for Dial magazine to scold Weber for his pro- 

effects hibitive prices.!? Largely ignored in the twenties as odd 

addenda to his art, Weber’s color woodcuts now are 

Gustave Baumann was one of the most prolific honored as prints without precedent in America. 

printmakers of the time. In addition to black-and-white 

prints, he created nearly four hundred color woodcuts 

during four decades. In 1901 he began to cut multiple Color Woodcuts 

block prints of the countryside around Brown County, Across the Countr y 

Indiana. The gracious interpretations of landmarks and 

landscapes of southern Indiana typified the manner with The emulation of Japanese prints that Americans exhib- 

which he characterized other regions of America in later ited in their woodcuts at the turn of the century contin- 

prints: urban New York, Provincetown (P1. 10) on Cape ued, but more moderately, on the West Coast in the 

Cod, New Mexico, and coastal California. They were prints of Frank Morley Fletcher, Pedro de Lemos 

appealing pictorials as woodcut adaptations of the (1882-1945), and William Seltzer Rice (1873-1963). 

painterly effects of American impressionism. Not only Fletcher, who had been the principal advocate of color 

did Baumann’s color prints bring him top honors at the woodcuts in England, and a tutor of Nordfeldt early in 

Panama-Pacific International Exposition, he also had a the century, was lured to California in 1923. By creative 

principal role in the exhibition of American color wood- example and teaching at the Santa Barbara School of 

cuts at the Detroit Institute of Arts in 1919. Twenty six the Arts, he continued to inspire younger printmak- 

of his color woodcuts were featured along with some of ers.!3 His earlier compositions of the English country- 

his original blocks and examples of his print processes. side — details immersed in broad tonalities — were 

Unlike many of his contemporaries who had adopted adapted to West-Coast landscapes such as Waterway 

the water-soluble inks and hand-rubbing printing meth- (Pl. 12) and Mt. Shasta. Their formal simplicities 

ods of the Japanese, Baumann preferred grinding his reflected an indebtedness to the arts and crafts move- 

own oil/varnish-based inks and the European methods ment as well as his devotion to the aesthetics of Japan- 

of inking the blocks with a brayer and printing with a ese woodcuts. 

press. The prints of Baumann and Max Weber were Skillful rearrangement of basic forms and reduc- 

strikingly different in every feature of their conception tion of unnecessary details, as well as the simplification 

and production. Weber, who claimed to be the princi- of colors, were characteristics of fine color-woodcut 

pal exponent of modern art among Americans, created compositions. Those tenets were followed in Sheltering 

his first color woodcuts about 1919. Although he had Trees (Pl. 13) by Pedro de Lemos. In an article describ- 

been a student of Arthur Dow and acknowledged his ing the methods of the Japanese, he advised that “wood 
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block prints require an elimination of the unessential block print of St. Francis Preaching to the Birds (P\. 17), 

details and a grouping together of dark and light published by The Woodcut Society in 1933. Lewis also 

masses.”!4 And his precepts for woodcuts also reflected was chosen by Joseph Pennell, “dean” of American 

the artistic principles of Dow, with whom de Lemos etchers and lithographers, to teach block printing at the 

had studied in New York. Art Students League, a move, no doubt, in Pennell’s 

He and other artists of the region favored revising quest to develop an American School of Graphic Arts.!¢ 

the California landscape into somewhat decorative pic- Rudolph Ruzicka and Thomas Nason (1889- 

torials during those decades. Similar stylistic features 1971) were equally skilled designers of wood-block 

appear in Blue Gums — Berkeley (P\. 14) by another illustrations for fine books. They created prints by wood 

leading California printmaker, William Seltzer Rice, engraving on end-grain blocks, a method of precise 

whose artistic ideas also were indebted to Japanese delineation. Both were printmakers whose styles and 

woodcuts and Dow’s theories, and to his formal educa- artistic skills were reassuring to conservative collectors 

tion in schools of arts and crafts. and commissioners. The simple cuttings of Ruzicka for 

Morley Fletcher’s advocacy of color woodcuts in East River, New York, Winter (P|. 18) contrasted with 

his writings led Walter J. Phillips (1884-1963) to the complexities of Nason’s chiaroscuro prints, as in 

experiment with the medium as early as 1917.5 English Summer Storm (PI. 19) which was printed from three 

by birth, Phillips immigrated to Winnipeg in 1913 and blocks in black, green-gray, and light olive inks. 

became one of Canada’s outstanding watercolorists. His The creation of color woodcuts by American 

mastery of that medium was reflected in the simplicity printmakers had been a modest enterprise compared to 

and broadness of his color woodcuts. In 1923 Phillips the popularity of black-and-white etching and lithogra- 

arranged with the Brown-Robertson Gallery, the New phy. And commitments to color relief prints moderated 

York gallery which had exhibited the Provincetown even more as the influence of Japanese woodcutting 

Printers in each of the two years before, to become his declined and, concurrently, the acceptance of the aes- 

art dealer. And, in 1924, Phillips was awarded the Stor- thetics of the arts and crafts movement diminished. 

row Prize for the best color woodcut in the California Most artists who had been exhilarated by relief printing 

Printmakers International Exhibition in Los Angeles. in color during the first quarter of the century turned to 

Although somewhat isolated in the western more profitable and prestigious artistic enterprises. By 

provinces of Canada, Phillips became an active member the early thirties only a sprinkling of printmakers were 

of several societies of American printmakers and fre- creating color woodcuts. And in 1932 the first exhibi- 

quently won their awards. During four decades he cre- tion of The Woodcut Society evoked the comment that 

ated color woodcuts of the Canadian prairies, lakes, and “the exhibitions are largely black-and-white, although 

wilderness and, after moving to Calgary and Banff, there is a small group of interesting excursions into 

landscapes of the northern Rocky Mountains, as in color blocks.”!7 

Beaver Lodge (P\. 15), and the coastal settlements of Nonetheless, a few years after the Federal Art 

British Columbia. Project (FAP) was established in 1935, some artists 

More intimate visions of nature’s charms came appointed to the graphics arts division in New York 

from the blocks of James Dexter Havens (1900-1960) City were eager to explore color printing in various 

in a flood of color prints that claimed honors from the media. Russell Limbach (1904-1971) served as techni- 

1930s on. They were lovely renderings of farm yards cal advisor for color lithography; Louis Schanker 

and fields in many seasons, of birds, grasses, and the (1903-1981) was the principal practitioner of color 

delights of gardens, as in Scarlet Runner Beans (P\. 16). relief printing; and Anthony Velonis (born 1911) led 

Of all the printmakers who were creating color the development in serigraphy (silkscreen). Serigraphy 

woodcuts during the early decades of the century, the was a recent adaptation for artistic purposes of a com- 

most widely known were the conservative artists who mercial screen-printing process. Essentially a method of 

received regular commissions to illustrate fine books. color printing, it became a medium of limitless possibil- 

Arthur Allen Lewis (1873-1957) was honored with a ities for multicolor prints. 

gold medal at the 1915 San Francisco Panama-Pacific Some artists hired by the FAP created color prints 

exposition for woodcuts that were admirably suited to in all of the above media. Among them were Hyman 

the tastes of bibliophiles and publishers of limited-edi- Warsager (born 1909), Elizabeth Olds (1897-1991), 

tion volumes. His designs, both decorative and narra- and Chet La More (1908-1980), who satirized pom- 

tive, brought frequent honors, as did the two-color 
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posity in Generals (PI. 20), reflecting the spreading anti- And, in 1949, Carl Zigrosser, perceptive dealer in prints 

military attitudes of the late thirties. at the Weyhe Gallery in New York, assembled an exhi- 

Louis Schanker, after making his first color wood- bition that both affirmed the comments of Haas and 

cut for the FAP in 1935, became the most active advo- gave a foretaste of the growing creativity that was to 

cate of the art. In the early forties, as head of a studio mark the woodcuts of the fifties and sixties. 

program at the New School for Social Research in New The exhibition included black-and-white prints by 

York, he shared facilities with Stanley William Hayter, Misch Kohn (born 1916) and Leonard Baskin (born 

who was initiating, in America, the counterpart of his 1922) and color woodcuts by Frasconi, by his wife 

experimental intaglio workshop in Paris, Atelier 17. Leona Pierce (born 1922), and the talented newcomers 

Later, at Studio 74, Schanker encouraged woodcutters Seong Moy (born 1921) and Worden Day (1916-— 

to seek new processes, believing that 1986). The bold colors and large scale of the prints 

oo f f L prompted Zigrosser to write that “one sees prints 

ee io oyeonon | 1s one of the most becoming larger and larger in size. They are often enor- 
intriguing aspects of woodcut. Traditional tools are 8 2 e 8 f a ; 

: ; . mous, competing in color-weight and impressiveness 
no longer sufficient . . . [and] anything that can be . ar oF 

used to ‘mar’ the surface of the wood is legitimate as with panies ee mae 

a tool. This offers endless possibilities. Ordinary wire The similarities to contemporary painting that 
screening forced into the wood will, of course, pro- Zigrosser had ascribed to the woodcuts were apparent 

vide a particularly ingratiating texture, almost a in prints by Moy, Day, and Anne Ryan (1889-1954). 

patina, as in my woodcut Carnival.'® (Pl. 21). Moy often energized his compositions, as had Yunkers, 
with flamboyant cuttings that had a kinship to the spon- 

taneous brush strokes and colors of abstract expression- 

Some Energizing Emigrés ism, features found in his woodcut of an oriental 

Classical Horse and Rider (P|. 24). Worden Day, in 
The most spectacular and publicized prints of the forties Arcana III (Pl. 25), created ephemeral effects with her 

were the color intaglios influenced by Atelier 17. How- blocks, suggesting the visual counterparts of her once- 

ever, with less fanfare, color woodcuts were also reflect- stated credo of “formations and transformations of 
ing new directions in American printmaking. And, in floating forms.”?! And Anne Ryan, who had created 

the late forties, the art was further stimulated by the experimental intaglios at Atelier 17, turned to color 
arrivals in the United States of Antonio Frasconi (born relief prints in 1945 with the guidance of Louis 

1919) from Uruguay in 1945 and Adja Yunkers Schanker at Studio 74. There she created Two Women 
(1900-1983), who emigrated from Sweden in 1949. (PI. 26) by a muted green tint block overlaid with 

Frasconi was immediately successful with his large, opaque gray figures, while the flowing grain of the 

boldly cut color blocks and their modern imagery, as in plankwise block created design features similar to those 

Boy with a Cock (Pl. 22). Furthermore, his exuberant which the German expressionists had adopted fre- 
renderings of American life and landscape insured the quently in their woodcuts. 

popularity of his prints. Yunkers, on the other hand, Other artists’ prints of the forties anticipated the 
created abstract and nearly abstract images of mytho- flourishing of the medium in the following decades. 
logical themes and evoked symbolic images and forms The early color prints by Will Barnet (born 1911) 

of such places as the ruins of the ancient port of Rome, included Peter and Toy Bird (P|. 27) which received 

Ostia Antica VI (PI. 23). honors at the 3rd Annual Exhibition of the newly 
In 1948 Irvin Haas reminded the readers of ART- formed American Color Print Society in 1940. And 

NEWS that landscapes of the eastern seaboard were interspersed 

Tise ashore ume apo, come of us bewalled the fact with many colorful abstractions from the blocks of 

that few print makers were working in the relief Werner Drewes (1899-1985), another emigré who 

Predinns ©) The situation seems toibe the reverse enlivened American printmaking after his arrival from 

at present . . . with many artists exploiting the Germany in 1930. The landscapes were printed from 

wood’s inherent qualities for their expression... A boldly cut blocks with a medley of colors, such as the 

notable fact in this resurgence is the increased use of benign hues in Calm Morning (P1. 28) or the lushly 

colored blocks.!? composed chromatics of Cliffs on Monhegan Island 
(Pl. 29). 
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A Flourishing The vigorous cuttings and color printings of 

in the Fifties and Sixties Schanker, Frasconi, and Drewes became benchmarks for 

block prints of the fifties and sixties. Robert Conover 

As the woodcutters of the forties continued to add (born 1920) composed powerfully defined abstractions 

splendor to their prints in the fifties and sixties, they of bold colors and forms from which he derived simple 

were joined by a growing number of artists who and suggestive titles, such as Vertical Structure, Colli- 

exploited coloristic and technical effects in relief print- sion, and Tree (Pl. 37). And Will Barnet, who had for- 

ing. These ranged from the terse color details added to saken woodcuts for a number of years, created a compa- 

the black-and-white prints of Leonard Baskin to the lav- rable abstraction, Singular Image, which became his 

ish bannerings of colors with which Carol Summers most celebrated color relief print of the sixties. Ansei 

(born 1925) cloaked his legendary landscapes. More- Uchima (born 1921), a Californian by birth, began 

over, a multiplicity of techniques was selected. Milton printmaking in Japan during the 1950s. His art 

Avery (1893-1965) carved the simple silhouettes of sea reflected the influences of both the East and West in the 

and shore birds, in which the grain of the wood or amorphous effects of symbolic themes, crucially depen- 

sometimes a single color held the compositions dent upon the color tones of inks that often penetrated 

together, as the blue ink of Birds and Sea (PI. 30). the paper, as in Flight (Pl. 38). Carol Summers, who 

These prints had none of the artistic preferences of received the early guidance of Schanker, created some 

Janet Turner (1914-1988), whose meticulous render- of the most vividly coloristic American woodcuts of the 

ings of naturalistic details in the linocut of a Frightened period. They had the appealing pageantry of brilliant 

Jack Rabbit Hiding (P\. 31) were preceded by versions banners which enlivened the symbolic images of faraway 

of the composition in painting, a clay model, and a lith- landscapes and astonishing celestial phenomena, such as 

ograph. Also during those years the additive methods of Rainy Mountain Starfall or Monsoon (P1. 39). And with 

building cardboard or wood reliefs as printing blocks variations on the conventional methods of printing, 

were chosen by Charles William Smith (1893-1987) for Summers would transfer the reliefs of the blocks by 

the sophisticated arrangements of Red and Green Discs rolling the inked brayer on the paper, then often bleed- 

(PI. 32) and for the expressionistic effects of In a ing the color units by spraying them with a solvent.?? 

Moment of Panic (P\. 33) by Edmond Casarella (born Other prints of the period, while honoring the 

1920); while other inventive methods were tried in the inherent nature of prints from wood, had more descrip- 

reduction blocks or complex cuttings and overprintings tive features that added to the diversity of the art. 

that marked the prints of Alfred Sessler (1909-1963). Among them were the complex composition of the 

Baskin, a sculptor as well as a printmaker, rarely great Italian city under a Venetian Sun (PI. 40) by Rudy 

chose more than a single figure for his commentaries on Pozzatti (born 1925); the stylized affectation of the 

human frailties and triumphs. In his black-and-white Folksinger (P|. 41) by Mervin Jules (born 1912); the 

woodcuts he created the images with skeins of linear crisply drafted young woman in Dreamer amid Flowers 

cuttings. Occasionally, subjects were supplemented by a (Pl. 42) by Irving Amen (born 1918); a decorative but 

second image in red, as for the anatomical diagram that descriptive frieze of mounted Indian warriors in Riders 

flanks The Anatomist, or the threatening red hawk (Pl. 43) by Frederick O’Hara (1904-1980); and the lav- 

which hovers beside the Frightened Boy and His Dog ish use of eight colors from the wood blocks of Danny 

(Pl. 34), both prints created in the fifties. A decade Pierce (born 1920) for In the Fields (Pl. 44). They were 

later, Baskin adopted the Renaissance method of print- testimony to an unusual flourishing of the woodcut art, 

ing multiple-block chiaroscuro woodcuts in order to from color blocks as well as black and white, during the 

gain a more integrated color relationship for his vision fifties and sixties. 

of the fall of Icarus (Pl. 35), several portraits, and a few Meanwhile, the limitless differences in human 

ornamental prints. behavior, from the ludicrous to tragic, were revealed in 

The wood blocks of Robert Hodgell (born 1922) the sensitive prints of Alfred Sessler. Some were satiric 

were cut in an even more rugged graphic manner, and, and sorrow-filled, as in the face dominated by The Red 

as did Baskin, he occasionally added a singular color Wig (PI. 45), or somber and emotional in an evocation 

supplement to a black-and-white print. Such was the of the crucifixion of Christ in Thorny Crown (P1. 46). 

effect of Hodgell’s overprinting of red flames in the Depending upon the themes, Sessler’s treatments were 

Burning Bush (P|. 36), when Moses, guarding the simple cuttings, complex overprintings with, now and 

flocks of Jethro, heard the voice of God. then, elaborations of gold leaf, roulette work, or 
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embossed effects from lace, printed in the manner The modest and amusing paintings of pies, cakes, 

of collography.?% and other pastries by Wayne Thiebaud were skillfully 
Although satire was a rarity in recent American translated into a print of Boston Cremes (PI. 50), a seri- 

woodcuts, Sessler turned to it occasionally for his com- ous still-life study and, at the same time, a light-hearted 

mentaries, and Sidney Chafetz (born 1922) lampooned spoof of the ever ready, viscid confections found in the 

relentlessly his academic peers and the absurdities he eateries of America. The color linocut lacked, however, 

saw in our corporate culture.** In a few color woodcuts features of wood blocks that had appealed to so many 

he gently spoofed or limed in homage the famous or printmakers of the preceding decades. It was also true 

talented in the likenesses of Queen Victoria, Sigmund of the color linocut by Jack Beal of a spring ephemeral 

Freud, Amy Lowell, Sholem Aleichem, and Darius Mil- in Trillium (P\. 51). Handsomely designed within the 

haud, the last, by a boldly carved image of the modern square frame, Beal created a charming arrangement of 

French composer. Chafetz had fun with the phonetic decorative modulations, with the white blossoms and 

title, Mio, Milhaud (PI. 47), and as well, with his tran- lush leaves, a tribute to the floral glamour of the north- 

scribed title of Milhaud’s musical farce, Le Boeuf sur le ern woods. And in a woodcut executed with the rigor- 

toit (The Bull on the Roof), which he carved as “. . . le ous demands of the reduction-block method, Sylvia 

TWAT,” another kind of phonetic playfulness. Chafetz Walters created Summer Self-Portrait (P1. 52), gracious 

created the color woodcut as a tribute to his favorite in the likeness and elegant in artistic ordering, with a 

composition by Milhaud, a rondolike concoction of sublimation of subject and sensitivity to form that lent 

tangos and sambas which Jean Cocteau had used to singular harmonies to the woodcut. They were attrib- 

stage a madcap opera in Paris in 1920. utes that also governed the transformation of simple 

A master of both wood-engraving and woodcut, still-life subjects by Ed Baynard into the sophisticated 

Raymond Gloeckler (born 1928) also was a satirist who floral patterns of Quarter Moon and The Blue Tulips (P|. 

elevated with color his wry comments on self-righteous 53), prints that were unusually sensitive to the subtleties 

patriots in We Must Act and lampooned an American of fine grain in the woods that complemented the trans- 

dilemma of political choice in Eeny Meeny Miny Moe parent hues reminiscent of his watercolors. And Rafael 

(PI. 48). Johnson, Humphrey, Nixon, and Wallace furi- Ferrer, recreating the attractions of striking landscapes, 

ously pedal a make-shift multicycle through shallow envisioned a dawn over a cape in Amanecer Sobre el 

waters. In the basket of the contraption “the bomb” is Cabo (Pl. 54), a modification of a natural landmark by 

borne, surmounted by a screaming eagle. In a rear bas- an artistic simplification of forms in a manner that was 

ket, Wallace “rides shotgun” while shouting into a akin to that in many Japanese woodcuts. 

megaphone from which hot air and flames propel the In contrast to the pictorial prints of the seventies 

peddlers toward atomic disaster. The wit and bemuse- and eighties, the metaphors of Helen Frankenthaler, 

ment of Gloeckler often found in his small, elegantly along with their unconventional methods of printing, 

incised wood-engravings are also features of the out- forecast the ever-broadening diversity of conceptions 

landish Hornblower (P1. 49), a larger, boldly cut and techniques with which color woodcuts would be 

chiaroscuro woodcut from multiple blocks. created as the years passed. Shields’s Two Four Too (PI. 

55), a carefully organized composition of linear waves 

that undulate over bars and tags of a geometric back- 

Pee Titthods, Be ee esses cecocrave pn orn the 
Many Themes circular symbol he concocted as Alan Shields’s Shield. 

Meanwhile, the improvisations and intuitive qualities 

Gloeckler and many other skilled printmakers of the that characterized the paintings, lithographs, and screen 

fifties and sixties continued to create fine color wood- prints by Helen Frankenthaler became magical tran- 

cuts in the seventies and eighties, as other artists began scriptions of a graphic aesthetic in her woodcuts. The 

their ventures in the medium, among them, Wayne elegant shapes and color stains of her expressive abstrac- 

Thiebaud (born 1920), Helen Frankenthaler (born tions were lent a textural ambience by the delicate 

1928), Jack Beal (born 1931), Sylvia Solochek Walters grains of hardwood blocks. The first of her prints from 

(born 1938), Karen Kunc (born 1952), Ed Baynard wood, East and Beyond, revealed a subtlety with which 

(born 1940), Rafael Ferrer (born 1933), and Alan she would design and ink evocative images. In Savage 

Shields (born 1944). Breeze (Pl. 56) and Cedar Hill (P|. 57) Frankenthaler 
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combined a sensitivity to the woods, an aesthetic kin- a strict design of color units and an illusion of collages 

ship to the emotive tonal effects of Japanese master- in the compositional assemblage of Blue. Richardson’s 

works, and delicate counterparts of oriental calligraphy geometric shapes of bright green, orange, and gold leaf 

into inventive and lyrical woodcuts.?5 had the major forms loosely tied by fragile lines, hand- 

Similarly, the limpid, ascending color forms in the drawn with soft charcoal, thus making each impression 

woodcuts created by Karen Kunc in the mid-eighties of Through the Greened Into unique. Pat Steir (born 

were alluring arrangements for abstract ideas. About the 1940), who believed that graphic signs and symbols 

Crane, of 1983, had a calligraphy, delicacy of color, and would contribute to magical themes, often combined 

consideration for the fine wood grains that combined to them with pictorial images of mountains, skies, rain- 

suggest a western counterpart of an oriental sensitivity bows, birds, and plants, especially the blossoms of 

of wood block printing. In recent years her designs are familiar flowers. Those elements, which randomly 

created with a more forceful interplay of dynamic shapes appear in her paintings, were assembled, once again, for 

and chromatic intensities, in prints more turbulent Kyoto Chrysanthmum (PI. 62). Collaborating with 

although more integrated. Thus, In Spiral Drama (PI. Japanese artisans in Kyoto, Steir printed the woodcut 

58), with its strengthened hues and violent shapes with water-based inks to obtain the stainlike color tones 

defined with rigorous tooling of the block, Kunc sym- that float beneath the graphic signs of blue/red grids 

bolizes a geomorphic grandeur latent in ever changing and X-markings. The devices of graphic signs, fre- 

landscapes. quently supplemented with the abstract language of 

printed words, accentuated the reference to pictorial 

s z reality, which was cast, in this case, in the image of the 

A Revival of Enthusiasms pemaren The print was created with effects that 

stretch the technical limits of the woodcut medium. 

In the 1980s the revised interest of American artists in This tendency was not unique in woodcuts cre- 

color woodcuts was complemented by dealers and pub- ated by artists who had prior experience with screen 

lishers who commissioned prints from wood as “novel” prints or lithographs. It also appears in the color wood- 

art after decades of dealing in prints created in other cuts of Jim Dine (born 1935) with a simulation of flam- 

media. And the print workshops, which for several boyant brush strokes in Rancho Woodcut Heart or the 

decades had flourished by their skills in printing litho- thickly brushed modeling of “Venus de Milo” in Nine 

graphic, intaglio, and screen prints, turned to printing Views of Winter, I (Pl. 63), a figure that contrasts with 

woodcuts designed by marketable artists. Among them the decorative background of blossoms that were 

was Roy Lichtenstein (born 1923), painter of pop applied with a floral-patterned roller and latex paint. 

images, who had had many color lithographs and screen These painterly color prints were unlike his monochro- 

prints published in the sixties and seventies. Lichten- matic woodcuts, in which Dine exulted in the graininess 

stein’s Picture and Pitcher (P|. 59), a color woodcut of the wood and the obvious markings of the cutting 

printed and published by Tyler Graphics, was a parody tools, as in the skulls of Channel-Two Side Views or the 

of modern still life painting with a playful punning in Big Black and White Woodcut Tree which he cut from a 

the title, that mocks the oversimplistic reproductions of table top. 

cheap commercial printing. Some publishers added the Ke Francis (born 1945) honored the wood block 

fillip of the Japanese print tradition by arranging for when his severe cuttings created the forms that commu- 

American artists to have color woodcuts produced in nicate both symbols and narratives about the cataclys- 

collaboration with Japanese printers. And most work- mic forces of nature. The terrors and devastations of 

shops adopted a multiplicity of relief techniques in tornadoes that lash the south were captured in the 

order to accommodate the limitless aesthetic prefer- harsh patterns of Shattered King (PI. 64), a print with 

ences of the late twentieth century. stark cuttings and arbitrary colors that speaks a graphic 

The minimal abstractions of Richard Diebenkorn language akin to the often emotional color woodcuts of 

(born 1922) in his print Blue (Pl. 60) and of Sam Ernst Kirchner and other German expressionists. Ann 

Richardson (born 1934) in Through the Greened Into Conner (born 1948) is also sensitive to the nature of 

(PI. 61) claimed a freedom of painterly and draftsman- woods but in a distinctly different manner. The fine 

like idioms that lay within the geometric components grain of hardwoods induces a refinement in her semi- 

printed from their wood blocks. Diebenkorn’s wood- abstract improvisations with themes such as Cadmium, 

cut, printed in Japan, had the semblance of brush work, Viridian, Azure, and Spectrum I and II. Endless flecks 
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pricked into the wood with her scriver created curtains are reduced to linear abstractions. They are images gov- 

of aquatic organisms that float ceaselessly in the depths erned by systems of grids, cones, circles, rectangles, and 

of a Coral Sea. And in Silverado (P1. 65), a recent print, other devices of compositional construction that sur- 

Conner exploited the fine-grained wood to form round the transformed objects. Cumming will create a 

abstract shapes into sophisticated arrangements, com- fountain whose waters do not quench the flames of a 

plemented by a judicious selection of muted colors. burning vessel beneath it, and he will transform an 

The landscapes by Louisa Chase (born 1951) are artist’s palette and brushes into a gigantic structure, 

imaginative but threatening with their half-formed akin to a water tank, standing atop a factory roof. 

human figures or fragmented parts that emerge from In Burning Box (PI. 69), despite the letterings 

the darkened backgrounds and restless toolings of her BURNING and BOX AFIRE, the stenciled, decorative 

blocks. One encounters treacherous footings near a flames will never consume a box/building; they are, at 

Chasm, and figures groping through an impenetrable once, a draftsman’s image and a diagrammatic abstrac- 

Thicket glowing with strange lights and colors of a tion. The governing geometric lines of Burning Box are 

nightmarish landscape, or witnesses the bodiless hands relieved by free-flowing patterns that simulate smoke, a 

that emerge between surging waves amidst the violence tour de force of the Japanese printers who used nine- 

of the Red Sea (PI. 66). teen transparent and opaque inks in producing Cum- 

An even more amorphous array of bodiless bones, ming’s woodcut.?7 

heads, arms, and hands emerge from the wood blocks The narrative imagery in the color woodcuts of 

of Susan Rothenberg (born 1945). Her themes are Richard Bosman (born 1944) describe the desperate, 

enigmatic and occasionally bear capricious titles, as in the violent, and the haunted in a manner that seems 

Blue Violin, a woodcut of four colored squares enfram- both as ingenuous as the action of tales lifted from old 

ing gesturing arms and hands, a disengaged leg and, as penny-dreadful novels and as dark and foreboding as 

a miniature image, a violin and bow. Other block prints wrenching psychological and physical catastrophes. The 

have equally ambivalent themes, such as Pinks (Pl. 67) rough cuttings of the wood blocks reflect the “hand- 

composed with two panels. From the dark blue-gray made” characteristics that Bosman admired in the 

background of the left side, two gesturing, disengaged medium,”® while, at the same time, the graphic crude- 

hands emerge; in the right panel, against a pink field a ness suggests a reconstruction of violent happenings by 

white-lined, full-fingered hand seems to transform a a witness, untutored in draftsman’s skills. The stealthi- 

human head into a perimorphic mask. ness in The Clubbing of a sleeping victim, the assassina- 

Occasionally there are woodcuts so large that they tion without warning in Mutiny, the ceaseless drifting 

test the skills of printers, who must transfer the images of the body of a Drowning Man, and the madness and 

from the plankwise designs of very unusual dimensions. murder of survivors at sea during a Full Moon are wood 

Most of the prints by John Buck (born 1946) are large blocks cut with a simple starkness that sustains the 

and comparable in scale to his sculptures.?° Red Jesus bluntness of the narratives. And similar in graphic sim- 

and Les Grande Eclipse [sic] (Pl. 68) have vertical plicity is the print of a Suicide (Pl. 70) in an urban set- 

dimensions of over six feet, an expanse with endless lin- ting, colored by a red moon, where a disturbed man 

ear scorings that ensnare the eye in a plethora of synop- engulfed in flames of mental anguish, thrusts the 

tic and symbolic images. In Les Grande Eclipse the weapon of destruction to his temple. 

geometric “moon-head” and diagrammatic human Successful chiaroscuro prints, as Baskin and 

body are filled and flanked with grids and linear mark- Gloeckler had created in the time-honored method of 

ings of skeletal heads, hands, body-bones, blood, the medium, demand a sensitivity on the part of the 

spheres, spirals, rectangles, hexagons, and a multitude printmaker to a judicious choice of a few light-darks 

of other shapes. The linear language of pictographs and and muted colors that will allow an abridged reality of 

colored, placardlike borders creates prints that are, at the subject to be created. It is a recreated reality that is 

once, decorative and evocative. rationally defined but more abstract and ambient. The 

Also leading one into the realm of the unreal, portrait of Janet (Pl. 71) by Chuck Close (born 1940) 

while using the rational conventions and symbols of projects a simple but dramatically telling chiaroscuro 

mechanical and architectural drafting, are the transfor- effect in the emotionally charged likeness. The head 

mations of real and temporal objects into iconic and emerges from the dark background by a skillfully con- 

immutable things by Robert Cumming (born 1943). trolled succession of vigorous scorings of the linoleum 

Boxes, books, rulers, scrolls, fountains, fire, and water block. Close also accepted the demanding discipline of 
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the reduction-block process rather than the usual multi- tore, folded, spindled and mutilated paper into edi- 
block method of chiaroscuro printmaking. tions that were as related and as different as members 

In recent decades the practice of printmaking has of a family 

changed radically with the adoption of new methods One expects the unexpected in Weege’s works 

and materials and their inventive combinations with and titles: there are prints with whimsy, outrageous 

time-honored media. An example is St. Teresa’s Seventh puns, and paradoxical imagery; there are others with the 

Mansion (P1. 72) by Frances Myers (born 1936). A testy criticisms of American social, political, and cultural 

master of intaglio and relief techniques, Myers com- affairs that arose in his prints of the sixties and seventies. 

bined photocopy technology and the subtleties of an Such are the themes in the Dance of Death (P|. 73), a 

etching /aquatint plate with the boldness of wood and recent relief print, that mock our environmental follies. 

wood aggregate blocks. The several media served her The symbols of bulldozed tropical forests and polluting 

purpose in recasting the Ecstasy of St. Teresa which industrial smokestacks are arrayed below a frieze of 

Gianlorenzo Bernini, the great baroque sculptor, had comparably lethal bombs, each available to any donor 

created for Santa Maria della Vittoria in Rome. Myers with the inscription, “Your Name Here.” These images 

chose a simmering carmine color for the likenesses of are bordered by skulls and gravestones along the decked 

Teresa that evoke, in their merging, flowing forms, the edges of the embossed paper. 

fervor felt by the mystic saint as a divine, flaming arrow Among the media of printmaking, color woodcut 

pierces her breast. The emotive shapes also suggest the is one of the least accommodating to the idiosyncrasies 

ecstasy of the saint’s vision of God’s grace which is of style and content in the creations of many contempo- 

bestowed upon the human soul when it has attained the rary artists. Nonetheless, it is a medium blessed with 

ultimate, Seventh Mansion. Those forms contrast with obvious attractions. The tactile sensations inherent in 

the architectonic geometry from the wood blocks that the grainings of various woods, the overt display of craft 

symbolize the many Carmelite convents founded by in the cutting, gouging, and tooling of the blocks, and 

Teresa of Avila. the effects of color conditioned by printing from relief 

The extravagant printmaking of William Weege surfaces, all lend abstract and animating qualities to the 

(born 1935), although created independently of the prints. They are features that have appealed to many 

propositions of others, has become an exemplar of ear- artists, even to those whose usual aesthetic conceptions 

lier dicta, such as that of Edmond Casarella who tend to diminish the abundance of the medium. Thus, 

declared: “If you can ink it, you can print it,”?? and of its adoption has enriched the corpus of fine prints cre- 

Luis Camnitzer who proposed that any technology of ated by American artists of several generations. 

image-producing and any kind of material as an image- Although American printmaking, as a fine art 

receptor were legitimate for printmaking.*° Weege has beginning with etching in the 1870s, is little more than 

exploited novel ideas, unconventional materials, and a hundred years old, the innovation and developments 

fragments of inkable objects when creating new kinds of in the art of color woodcut began scarcely a century 

printings from his presses. Along with Alan Shields, ago. Those artistic activities have a short history within 

Sam Gilliam, and others at his Jones Road Print Shop the half'a millennium of printmaking in the western 

and Stable (and, more recently, at his workshop and world. Still the accomplishments of printmakers in the 

foundry near Arena) in rural Wisconsin, Weege exuber- United States are now among the finest to be found 

antly tried endless printing experiments. The results anywhere. Part of those successes are splendid color 

were often as aesthetically rewarding as artistic objects woodcuts, prints that assure an honored place for the 

as they were provocative as prints with images. Gregory art in the history of American printmaking. 

Conniff, photographer, friend, and collaborator, 

reminds us that 

5 i James Watrous 
Jones Road was less a print shop than an experiment Emeritus Professor of Art History 

in artistic zero-gravity. Its reputation rests less on its University of Wisconsin Madieon 
product than it does on the gusto with which its 

casually recruited artists printed, cut, sewed, crushed, August 1992 
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1 Nabby’s Point, 1895-1900 

Arthur Wesley Dow (American, 1857-1922) 1991.36b 

Nabby’s Point, 1895-1900 

Color woodcut, four impressions 2 5/16 x 3 15/16 inches each 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1991.36a 

Nabby’s Point, 1895-1900 Nabby’s Point, 1895-1900 

1991.37 1991.38 
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Arthur Wesley Dow (American, 1857-1922) 

Lily, 1898 

Color woodcut, 8 15/16 x 2 3/8 inches 

Courtesy of Frank J. Dowd, Jr. 
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Helen Hyde (American, 1868-1919) 

Cherry Blossom Rain, 1905 

Color woodcut, 17 x 9 7/8 

University of Wisconsin Memorial Union 
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Bertha Boynton Lum (American, 1879-1954) 

Point Lobos, 1920 

Color woodcut, 16 1/2 x 10 3/4 inches 

Prints and Photographs Division, Library of Congress 

XX-L975-B54 
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5 
Bertha Boynton Lum (American, 1879-1954) 

The Fox Woman, first printed 1916; this impression 1921 

Color woodcut printed on laid Japanese paper, 16 3/8 x 10 1/16 inches 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1991.98 
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B.J.O. Nordfeldt (American, born Sweden, 1878-1955) 

Mist, the Anglers, 1906 

Color woodcut printed on fine Japanese paper, 8 3/4 x 12 3/4 inches 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1991.97 
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B.J.O. Nordfeldt (American, born Sweden, 1878-1955) 

Pride of Possession, ca. 1916 

White-line woodcut, 14 x 14 inches 

University Art Museum, University of Minnesota, Minneapolis 

Bequest of Emily Abbott Nordfeldt, 90.1.47 
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Ada Gilmore Chaffee (American, 1883-1955) 

Above the Village, 1916 

White-line woodcut, 9 7/8 x 10 inches 

National Museum of American Art, Smithsonian Institution 

Gift of Helen Baltz 
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Blanche Nettie Lazzell (American, 1878-1956) 

The Monongahela, 1919 

White-line woodcut, 15 5/8 x 11 23/32 inches 

The Metropolitan Museum of Art, New York 

A. Hyatt Mayor purchase fund, Marjorie Phelps Starr bequest, 1982.1080 
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Gustave Baumann (American, born Germany, 1881-1971) 

Provincetown, 1917 

Color woodcut, 9 1/4 x 10 7/8 inches 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1992.19 
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Max Weber (American, born Russia, 1881-1961) 

Madonna, ca. 1918 

Color woodcut, 4 1/2 x 2 inches 

The Art Institute of Chicago 

Gift of an anonymous donor, 1948.46 

©1992 The Art Institute of Chicago, all rights reserved 
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Frank Morley Fletcher (American, born England, 1866-1949) 

Waterway, ca. 1933 

Color woodcut, 5 7/8 x 16 inches 

Santa Barbara Museum of Art, 1985.65.le 

Gift of F. Bailey Vanderhoef, Jr. 
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Pedro J. de Lemos (American, 1882-1945) 

Sheltering Trees, ca. 1930 

Color woodcut on fine laid Japanese paper, 9 1/4 x 8 5/8 inches 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1992.18 
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William Seltzer Rice (American, 1873-1963) 

Blue Gums — Berkeley, ca. 1917 

Color woodcut, 12 1/4 x 9 1/8 inches 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1992.123 
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Walter J. Phillips (American, born England, 1884-1963) 

Beaver Lodge, 1944 

Color woodcut, 7 3/8 x 14 5/8 inches 

Elvehjem Museum of Art 

Gift of Mr. and Mrs. Frank Moulton, 1977.213 
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James Dexter Havens (American, 1900-1960) 

Scarlet Runner Beans, 1957 

Color woodcut, 9 3/4 x 7 3/8 inches 

Elvehjem Museum of Art 

University of Wisconsin Art Collections Fund purchase, 1990.16 
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Arthur Allen Lewis (American, 1873-1957) 

St.Francis Preaching to the Birds, 1933 

Color woodcut, 9 3/4 x 7 inches 

Prints and Photographs Division, Library of Congress 

XIX-L673-A6 
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18 
Rudolph Ruzicka (American, born Czechoslovakia, 1883-1978) 

East River, New York, Winter, 1910 

Chiaroscuro wood engraving, 3 3/4 x 8 inches 

Prints and Photographs Division, Library of Congress 
XX-R987-A18 
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Thomas Nason (American, 1889-1971) 

Summer Storm, 1940 

Color wood engraving, 5 5/8 x 10 1/4 inches 

Prints and Photographs Division, Library of Congress 

XX-N263-A13 

35



i te eg A 

fie : Ln Goa 
ah irae, i a icp 

i = | — 

mg" ay, ‘ re mt y 
i Ss 

: av By CO 

AT \ 

[ ON , iH i 
Py S r 

ay ° j . i 

SH; | 

) 
\ " 

iu 

i 
y 

" 
p 

20 

Chet Harmon La More (American, 1908-1980) 

Generals, 1939 

Color woodcut on ivory wove rice paper, 11 3/4 x 9 1/4 inches 

Milwaukee Art Museum 

Long-term loan by Federal Works Agency, Works Projects Administration Art Program, through The Milwaukee Public 

Museum, M1943.200 
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Louis Schanker (American, 1903-1981) 

Carnival, 1945 

Color woodcut, 14 x 27 1/2 inches 

National Museum of American Art, Smithsonian Institution
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22 
Antonio Frasconi (American, born Uruguay, born 1919) 

Boy with a Cock, 1947 

Color woodcut, 27 1/8 x 14 3/8 inches 

New York Public Library 

Print Collection, The Miriam and Ira D. Wallach Division of Art, Prints, and Photographs, The New York Public Library, 

Astor, Lenox, and Tilden Foundations 

Photo by Robert D. Rubic, New York City 
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Adja Yunkers (American, born Latvia, 1900-1983) 

Ostia Antica VI, 1955 

Color woodcut, 21 1/16 x 35 1/2 inches 

Prints and Photographs Division, Library of Congress 
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24 
Seong Moy (American, born China, born 1921) 

Classical Horse and Rider, 1953 

Color woodcut, 25 x 15 inches 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1991.34 
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Worden Day (American, 1916-1986) 

Arcana ITI, 1954 

Color woodcut on black paper, 32 1/2 x 14 9/16 inches 

University Art Museum, University of Minnesota, Minneapolis 

General Budget Fund, 57.267 
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Anne Ryan (American, 1889-1954) 

Two Women, 1946 

White-line woodcut, 11 3/8 x 15 5/8 inches 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1991.35 
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Will Barnet (American, born 1911) 

Peter and Toy Bird, 1940 [also titled Peter, Peter on Chair, and Yearling] 

Color woodcut, 11 1/4 x 9 inches 

Elvehjem Museum of Art 

Earl O. Vits Endowment Fund purchase, 1992.42 
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Werner Drewes (American, born Germany, 1899-1985) 

Calm Morning, 1954 

Color woodcut, 10 1/8 x 24 7/8 inches 

Elvehjem Museum of Art 
James Watrous Fund purchase, 1992.17 
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Werner Drewes (American, born Germany, 1899-1985) 

Cliffs on Monhegan Island, 1969 

Woodcut, 15 3/4 x 22 5/8 inches 

National Museum of American Art, Smithsonian Institution 

Gift of the artist 
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Milton Avery (American, 1893-1965) 

Birds and Sea, 1955 

Woodcut in blue ink, 9 3/4 x 24 inches 

The Minneapolis Institute of Arts 

Gift of Dolly J. Fiterman Fine Arts, P.88.49 

46



ne DA. oul Ae By NN NS SSA | A \ ices ) an WA pss 
‘ SA < i howe . SSC aN | wy, 

os Bag AS Wan SoS Y EQNS Ay 
Se SN er ey NS oH , f MS 

oe EB | s ty 

clea eS S \ 4 Z 
Ly ase SR : AN . tape c= 

Le ." \ ‘ \ ‘ 2 x 

Te BVT NY \ eS ae = 
is ee os \s SE 5 = 

A ctoae eit ‘se SU a a « 3 + ne eg = bs “ay \ Poe : ee S | a : : 

\ i] 4 ea . > ~ N ~ ow. * a > 
Cy EW ‘Ray SS et te ee SS = 

ee bE eS Rs NE RT ee = 
‘ ef eer Se NES LES S 

= sae Vai 4 al a 7 = 
gi} = : a Sic SAP Ae 

mets ea NN | 2 2 oe 8 . Fo PNEK ia =: e; 

yA cai Ce N, LEQ ¢ S : \ 
7d \ } Sein 16 cae re eI Mw © y a ws } 16 Meh 2 = > SA 5 =~ | . $ ay = S ah oat 7 cs 
AE RD, A  - Sp he Se : : é eS awe oS ee 

OMY ing ge = eae teen pee / = 
Jo QR  o eg oa beeen! FS pre = eS ‘ i 
rN alae oe eS : aS O77 a ’ . 
1k A BIR BAS a SAA i he MSS MD SS RP SS SX : = 2 . ’ ; 
Who Aco Es . S ~ REA 

ie Be) SSS eR Re oe 
nS Bsn S ae Pa aoe Sok ; “4 Rk : Oh RNR PLANE ae a 

Peedi) LF ERA OSS ATS Ni es ela, STN ee = ai Se #5. ‘ Ss ee > aS ee ae Bote \ 
Ne a Ce ee NNO ee 3 é f SS . st 

SS « Ss ae 

ol 

Janet Turner (American, 1914-1988) 

Frightened Jack Rabbit Hiding, 1950s 

Color woodcut, 11 1/2 x 19 inches 

Courtesy of Dean Meeker 
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Charles William Smith (American, 1893-1987) 

Red and Green Discs, ca. 1950 

Color woodcut, 25 1/2 x 20 inches 

Courtesy of Elmer and Adele Smith Johnson 
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Edmond Casarella (American, born 1920) 

In a Moment of Panic, 1954 

Paper relief cut, 30 x 22 3/8 inches 

Elvehjem Museum of Art 

Humanistic Foundation Fund purchase, 60.3.14 
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34 
Leonard Baskin (American, born 1922) 

Frightened Boy and His Dag, 1955 

Color woodcut, 13 x 15 1/2 inches 

Madison Art Center 

Bequest of Rudolph and Louise Langer, 68.1.1039 
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35 
Leonard Baskin (American, born 1922) 

Icarus, ca. 1966 

Color woodcut, 32 x 21 3/4 inches 

The Minneapolis Institute of Arts 

The Ethel Morrison Van Derlip Fund, P.13.980 
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Robert Hodgell (American, born 1922) 

Burning Bush, 1955; second version, 1992 

Color woodcut, 23 1/2 x 14 inches 

Courtesy of Robert Hodgell 
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Robert Conover (American, born 1920) 

Tree, 1959 

Woodcut, 18 1/2 x 12 1/4 inches 

Elvehjem Museum of Art 

Mark H. and Katherine E. Ingraham Fund purchase, 1989.47 
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38 
Ansei Uchima (American, born 1921) 

Flight, 1968 
Color woodcut, 19 3/4 x 5 3/4 inches 

Madison Art Center 

Purchase, 69.0.10 
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Carol Summers (American, born 1925) 

Monsoon, 1982 

Color woodcut, 37 1/4 x 37 1/4 inches 

Elvehjem Museum of Art 

Gift of Neva Krohn, 1983.79 
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Rudy Pozzatti (American, born 1925) 

Venetian Sun, 1954 

Color woodcut, 19 x 30 inches 

The Cleveland Museum of Art 

Gift of the Print Club of Cleveland, 55.525 
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Mervin Jules (American, born 1912) 

Folksinger, 1957 

Color woodcut, 20 1/2 x 8 3/4 inches 

Madison Art Center 

Bequest of Rudolph and Louise Langer, 68.1.928 
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Irving Amen (American, born 1918) 

Dreamer amid Flowers, ca. 1958 

Color woodcut, 21 x 14 1/4 inches 

Elvehjem Museum of Art 

Gift of Richard E. Brock, 1991.593 
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J. Frederick O’Hara (American, born 1904) 

Riders, 1954 

11-color woodcut, 13 7/8 x 22 inches 

Madison Art Center 

Bequest of Rudolph and Louise Langer, 68.1.961 
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Danny Pierce (American, born 1920) 

In the Fields, 1954 

8-color woodcut, 14 x 18 inches 

Madison Art Center 

Bequest of Rudolph and Louise Langer, 68.1.964 
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45 
Alfred Sessler (American, 1909-1963) 

The Red Wig, 1957 

Color woodcut, 15 1/2 x 8 5/8 inches 

Courtesy of Karen Sessler Stein and Gregory R. Sessler 
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Alfred Sessler (American, 1909-1963) 

Thorny Crown, 1958 

Color woodcut, 21 1/8 x 15 1/2 inches 

Elvehjem Museum of Art 

Gift of Mrs. Alfred Sessler and Children, 65.12.5 
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47 
Sidney Chafetz (American, born 1922) 

Mio, Milhaud, 1955 

Color woodcut, 20 x 30 inches 

Courtesy of Dr. Ralph H. Rosenblum 
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48 
Raymond Gloeckler (American, born 1928) 

Eeny Meeny Miney Moe, 1968 

Color woodcut, 9 3/8 x 32 inches 

Courtesy of Raymond L. Gloeckler 
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Raymond Gloeckler (American, born 1928) 

Hornblower, 1980 

Chiaroscuro woodcut, 7 5/8 x 18 inches 

Courtesy of Raymond L. Gloeckler 
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Wayne Thiebaud (American, born 1920) 

Boston Cremes, 1970 

Color linoleum cut, 13 1/2 x 20 3/8 inches 

Elvehjem Museum of Art 

Thomas E. Brittingham Fund, Max W. Zabel Fund, Professor Joseph Rucker Memorial Fund, Edna G. Dyar Fund, and 

Earl and Eugenia Quirk Foundation Fund purchase, 1972.4 
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Jack Beal (American, born 1931) 

Trillium, 1977 

Color linoleum cut, 8 1/2 x 8 1/4 inches 

Madison Art Center 

Purchase through National Endowment for the Arts grant with matching funds from Madison Art Center members, 77.0.21 

67



aa. a ae ee a. = 
; earl E a i 

> G Nees ee ty eS RSs 

Z| 22 ee a aN a ee ee 
c er a ee o NN ‘ TE 

Zz ; ; Wi y hg ny a a 

: i Rea rN Pes a 
a $ ml ae fe J Bis | 5 

Bae ; Ph | A N 7 iN jee 
eg oe ee Bo 

; iy Nn a ap? eee 

: a a "Manes! 'G ea 
7 ye Nd eh Th vf oo] ai 

7 i 4 1 aa | 
5 é 4, a ig ie Pe Gi q Lt : 

: : eas) ip Py ee a a i) i 

: ; rt ;' a ee ice re Fe | 

| it Y Py = a a 
a 1 =] | 

i tol = Bex NEA 
ze 7 | { 0 ES c 
— A LS CEES OS SN = 

iN Ses SS 
: ty ‘ v Seek " we ES 

ce ‘ f io page al <N Re 

- } feng ge y A We an ed | 

{ } A ihe Bf | Gg X Ee 
\ f 1 Dig i) pee hi ye Ke 

mM ltl lp Es { 
, % } Z oe ee Ee i | 

| snssiiiieas Pine ies essa A henna om ee LL iu a — \ KK 
, j bi YP EE i 4 ae ie 

: | A k Sag ps MS gee q 
ss ip vie Fi 7 ED So Z i e 

bo” Sw A) ——_ ir te CC 3 oe 
} i ee eg i ec 4 = 

: mh = LEO WN a HO gee pp aN i < 
=) (he. \_ Ae Lf q se NR Nee 
‘ Re Nf 1 a e oy 4 

\ i| EI aL 

52 
Sylvia Solochek Walters (American, born 1938) 

Summer Self-Portrait, 1977 
Reductive color woodcut on Japanese rice paper, 26 1/4 x 24 inches 

Courtesy of Sylvia Solochek Walters 
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Ed Baynard (American, born 1940) 

The Blue Tulips, 1980 

Color woodcut, 30 x 42 inches 

Walker Art Center, Minneapolis 

Tyler Graphics Archive, 1983, 83.70 
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Rafael Ferrer (American, born 1933) 

Amanecer Sobre el Cabo (Dawn over the Cape), 1988 

Color woodcut, 10 3/4 x 16 1/4 inches 

Elvehjem Museum of Art 

Transfer from Tandem Press, 1989.2 
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Alan Shields (American, born 1944) 

Two Four Too, 1978 

Color woodcut and embossing with stitching, 20 x 20 1/2 inches 
Madison Art Center 

Gift of Don and Nancy Eiler, 1986.125 
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Helen Frankenthaler (American, born 1928) 

Savage Breeze, 1974 

Color woodcut, 29 1/2 x 25 inches 

Elvehjem Museum of Art 

Juli Plant Grainger Endowment Fund, Harry and Margaret P. Glicksman Endowment Fund, James Watrous Fund, Alvin 
Lane Fund, and Cyril W. Nave Endowment Fund purchase, 1992.39 
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Helen Frankenthaler (American, born 1928) 

Cedar Hill, 1983 

Woodcut from 13 blocks, 20 1/8 x 24 7/8 inches 

The Minneapolis Institute of Arts 
Gift of First Banks of St. Paul, P.84.1 
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Karen Kunc (American, born 1952) 

In Spiral Drama, 1990 

Color woodcut, 23 3/4 x 52 1/2 inches 

Elvehjem Museum of Art 

Earl O. Vits Endowment Fund purchase, 1990.25 
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Roy Lichtenstein (American, born 1923) 

Picture and Pitcher, 1981 

Color woodcut, 25 x 18 1/4 inches 

Walker Art Center, Minneapolis 

Gift of Dr. Maclyn E. Wade, 1985 
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Richard Diebenkorn (American, born 1922) 

Blue, 1984 

Color woodcut, 40 1/8 x 25 inches 

Walker Art Center, Minneapolis 

Gift of Mr. and Mrs. Philip Von Blon, 1986, 86.87 
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Sam Richardson (American, born 1934) 

Through the Greened Into, 1988 

Relief print with chine colle, collage, and hand-drawn additions, 14 3/8 x 19 7/8 inches 

Elvehjem Museum of Art 

Transfer from Tandem Press, 1989.1 
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Pat Steir (American, born 1940) 

Kyoto Chrysanthemum, 1982 
Color woodcut, 14 3/8 x 20 1/4 inches 

Elvehjem Museum of Art 

Endowment Fund purchase, 1990.2 
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Jim Dine (American, born 1935) 

Nine Views of Winter I, 1985 

Color woodcut with handwork, 52 1/2 x 37 inches 

Elvehjem Museum of Art 

Edward Farber Acquisition of Art Works Fund purchase, 1985.92 
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Madison Ke Francis (American, born 1945) 

Shattered King (Tornado series), 1989 

Woodcut, 33 1/4 x 36 3/4 inches 

Courtesy of Hoopsnake Press 

© Hoopsnake Press 
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Ann Conner (American, born 1948) 

Silverado, 1986 
Color woodcut on Gutenberg laid paper, 27 x 41 1/2 inches 

Courtesy of Ann Conner 
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Louisa Chase (American, born 1951) 

Red Sea, 1983 

Color woodcut, 38 3/16 x 33 inches 

Courtesy of Diane Vilanni Editions 

© Louisa Chase 
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Susan Rothenberg (American, born 1945) 

Pinks, 1980 

Hand-painted woodcut, 11 1/8 x 20 inches 

Walker Art Center, Minneapolis 

Butler Family Fund, 1984, 84.1144 
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John Buck (American, born 1946) 

Les Grande Eclipse | sic|, 1982 

Color woodcut, 75 1/2 x 31 3/4 inches 

Madison Art Center 

Anonymous gift, 1983.94 
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Robert Cumming (American, born 1943) 

Burning Box, 1989 

19-color woodcut on Torinoko paper, 14 5/16 x 12 7/8 inches 

Elvehjem Museum of Art 

University of Wisconsin Art Collections Fund purchase, 1990.37 
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Richard Bosman (American, born 1944) 

Suicide, 1980-81 

9-color woodcut from 4 blocks on Tari red paper, 13 1/8 x 27 5/8 inches 

Elvehjem Museum of Art 

Gift of Brooke Alexander Editions, Inc., 1990.53 
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Chuck Close (American, born 1940) 

Janet, 1988 

Reductive linoleum cut, 14 3/4 x 12 3/4 inches 

Elvehjem Museum of Art 

Membership Art Purchase Fund purchase, 1990.17 
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Frances Myers (American, born 1936) 

Saint Teresa’s Seventh Mansion, 1992 

Relief and etching on Arches cover paper, 47 1/2 x 31 1/2 inches 

Courtesy of Frances Myers 

88



Pee ‘ ssi Tite nda een 
e° Ss a eam = , a ) I ce cy ‘i 

i ss , Pe ee 

| 4 , 

y y > 

aa ‘WEE = _ = das eae , 

a bo : Pe oie ee Soa 

| y é - - - 
y oe A + 

! eh) reel yj f : 

A : f j o 

‘ / 

: | aN 

3 @ ba ; 
| | | an 

Faanaall 

& Peo y es ; > 
8 ay \ eae Se i 

| i. = Be wa F | j 

Qu) 7 ee Vee 
) (cn a EIT Pa te (aR ae a aay eal ¢ Nal 

& a > r x 
73 
William Weege (American, born 1935) 

Dance of Death, 1990 

Color woodblock on handmade paper, 19 3/4 x 16 1/2 inches 

Elvehjem Museum of Art 

James Watrous Fund purchase, 1992.9 
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Arthur Wesley Dow 
(American, 1857-1922) 
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Ih 1 
Nabby’s Point, 1895-1900 Nabby’s Point, 1895-1900 
Color woodcut, 2 5/16 x 3 15/16 inches 1991.36b 

Elvehjem Museum of Art 
James Watrous Fund purchase, 1991.36a 

Arthur Wesley Dow was of vital importance in the 1899, was continually in print for nineteen more edi- 

introduction of the color woodblock print as an impor- tions, until 1941. In this book Dow rejected academic 
tant medium of artistic expression in America. Though training which he found so unsatisfactory in France: 
Dow was in Paris and Brittany between 1885 and 1890 
when Japonisme — an enthusiasm for things Japanese, Thold that art should be approached through com- 
including Japanese color woodblock prints — was in position rather than through imitative drawing. ... 

full flower, little either in his art or his memoirs reveals For a great while we have been teaching art through 
an interest in the Japanese art that would be so crucial imitation — of nature and the “historic styles” — 
to his development after this period. However, he leaving structure to take care of itself; gathering 
admired J.A.M. Whistler and Joseph Pennell, both knowledge of facts but acquiring little power to use 

painter-printmakers whose style owed much to their them. This is why so much modern painting is but 
interest in Japanese models.! picture writing; only story-telling, not art; and so 

What he did experience in France was strong dis- much architecture and decoration only dead copies 

appointment with French academics’ ideas on art. of conventional motives. 
Primed by this dissatisfaction with the academic tradi- Gearoduced sud <ol dblock 
tion and his admiration for Whistler and Pennell, Dow Reo HOCHCES stugents tO\cOlOr WOOeDIOck 

was prepared for the inspiration which struck him when ee ee treet and in his text because it 
he first saw illustrations of Japanese prints and which complemented his emphasis on the ee onesan 
caused him to declare: “One evening with Hokusai gave - See wi flat patterns. Along with his own work 
me more light on composition and decorative effect with the medium, his teaching and text laid the ground- 

than years of study of pictures. I surely ought to com- or ‘ag a ao eae D pene reli 
pose in an entirely different manner and paint better.”? Pe ULE OS EO Ty JO CXROTLER CCAChers 

NT ance Dow Had also met Ernest of art to have students rework the same design but vary 
Fenollosa, curator of the Japanese Department at the the line, distribution of dark and light areas, or color. 
Necoan of ae eat easton auhere Dow himself For instance, in an exercise to study the compositional 

served as assistant curator only diree years later. While pclafionstip/ot Eye) ee suse. nee a Sr 
teaching art with Fenollosa at the Pratt Institute in Sera making scycral copies of airepetitive, tilelike 
Brooklyn, Dow developed new ideas about or methods design drawn in black lines. Once that is done, the stu- 

of pada, which he described in the immensely popu- dent can substantially change the design ofeach copy by 
lar book Composition, This book, first published in systematically filling each one in a different way. The 
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results can then be compared and critically appraised. is not the verdant green of summer but pink, as if in 
Each step in learning design is similarly handled: a spring bloom. In the final version of the print, the col- 
design may result from successive experiments in the ors have been more subtly adjusted, to tone down the 
quality of line used, then be subjected to experiment in foreground and give a richness and depth to the line of 
tone (the chiaroscuro-like quality Dow calls notan), and trees in the background. 

finally printed in various combinations of hues. Of these four versions of the print only one is 
In the four impressions of Nabby’s Point, we can signed. From the text of Composition, we know that he 

see Dow experimenting with different combinations of continually encouraged students and teachers to draw 
color in the same manner he urged in his text. The va- fine aesthetic distinctions between the various versions 
riation of the landscape Nabby’s Point, printed with of the design they create; thus it is likely that the signed 
related blocks, demonstrates the potential of experi- version is probably the one which most satisfied him. 
mentation which made the medium so ideal for an artist The relative ease of transforming the colors of the 
like Dow, with his continual search for appropriate blocks also opened up the possibility for entirely differ- 
color combinations. These samples also introduce the ent prints from the same block. Dow often used the 
process to those unacquainted with it. same blocks colored differently to create finished com- 

Dow starts with a line block, which carries the out- positions of the same scene at different times of day, or 
line for the print as well as the trunk and branches of the different seasons of the year. For Dow the strength of 
foreground tree and indications of shoreline in the mid- the color woodcut medium “lies in free interpretation, 
dle background. The line block can be most clearly seen in a playing with colors, so to speak, rather than in a 
in 1991.36a and b, which are printed on opposite sides forced realism.”* This freedom to change the elements 
of a single small sheet of paper. In b, the line block is of composition in the woodcut is, perhaps, an example 
printed in a very dark brown, along with another block of what Fenollosa had in mind when he commented: 
which gives the tree and bush masses of foliage. In a, the “Relations are more real and more important than the 
line block is printed with two other blocks, one, tan, things which they relate.”> 

which indicates the ground, and the other, gray, which Dow embraced the woodcut partially because of its 
indicates the woods in the background. natural tendency to produce flat designs with broad areas 

In 1991.37 all of these blocks are present, with of color. However, Dow also appreciates that it is a rela- 
others in addition, which brings the total number of tively simple method of producing multiples, requiring 
blocks to seven. However, the colors of the blocks have neither chemicals nor complicated printing. Dow sug- 
been changed. For instance, the tree in the foreground gests that, with some attention to registration, small 
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blocks can be inked and printed in much the same way as 

hand stamps, a far cry from the exigencies and expense of 
the etching press. The medium’s natural propensity for 
flat design and its facility for experimentation also con- 
tributed to its appeal to many other practitioners of 
woodblock printing in the century that followed. 

Japanese woodblock prints provided the great 
examples from which Dow derived many of his ideas 

: about the potential for the medium, and in Lily he 
BS makes explicit reference to the Japanese tradition. In 

$i e r addition to using the Japanese medium he also uses ver- 
ef ie’ : : ° : . * C. 

+ Bes tical proportions for his print like those often used by 
; Re ae Sage Japanese printmakers (perhaps specifically in emulation 

— is m= Xe | of Hiroshige’s series of flower subjects in vertical for- 

va! Mie Steels. igen ce 4 mats). He also exploits the possibility of shading the 
eae tS > Sees am ca : - . - os 7 Be ye San OA aka image by carefully applying a gradation of ink to the 

hr oe AR, block for the stem of the lily. OM a ye es Ny ae E 7 

Pe wee Nat a VO 3 

eee eee. Helen Hyde 
| Be URE ; By (American, 1868-1919) ve ean ‘ ie 

= ae Vee ee 2 BS epee 
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Color woodcut, 8 15/16 x 2 3/8 inches : : 
Courtesy of Frank J. Dowd, Jr. Cherry Blossom Rain, 1905 f 

5; Color woodcut, 17 x 9 7/8 inches 
University of Wisconsin Memorial Union 
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Helen Hyde’s interest in woodblock printing, like and was illustrated by nearly every master from the 
Arthur Wesley Dow’s, can be traced back to the enthu- inception of color woodblock printing in Japan. As in 

siasm for Japonisme, to which both were exposed in much of Hyde’s work, the love aroused in the season of 

France. Like Dow, Hyde was unimpressed with Euro- renewal is primarily maternal, with less of the erotic 
pean atelier techniques, but there she met Félix undercurrent which lies beneath the surface of many 
Régamy, who instilled in her a deep interest in Japanese Japanese renditions of the theme. 
art, which became crucial to her development as an 

artist. After she returned home to San Francisco, Hyde 

produced color etchings, for which she would carefully 4,5 

dab a single plate (with the image etched into it) with Bertha Boynton Lum 
various colored inks to be printed. (American, 1879-1954) 

Hyde was affected by Dow’s and Fenollosa’s 
interest in an artistic meeting of Occident and Orient. 
Dow recorded in his diary that during a visit to Hyde’s | 
studio in Japan, “she said my prints were the first that e | 

gave her the desire to print.”® Hyde spent most of the ‘ Be 
first decade of the twentieth century in Japan, and there 3 Ser 
she mastered the complexities of color woodblock iE i : ore Be 

printing, possibly encouraged by Fenollosa. c Br Ue ee ley | 
During Hyde’s years in Japan, she studied Japan- a : A et ae ae | 

ese ink-style painting with Kano Tomonobu, a member ’ 2} 5 See ee ea 
of the Painting Appreciation Society created by Fenol- es ps ceeens ay 4 
losa in 1884.” Hyde’s acceptance in Japan was quite dif- <_- — : 
ferent from her experience in Paris, where though i 4 pee Eh 

taught by academy instructors, she could not be a stu- a =o 
dent at the academy, which accepted neither women b ae a y BS 
nor foreigners. Pp EB Pe ; 

Hyde began early in her career depicting rather i Lif| Pe 

sentimental scenes of mothers and children. She may J b/ ' iL Zefa RS 
have been influenced by Mary Cassatt’s etchings, which Vp (A hts rn eee 

she saw in 1893, of mother-and-child scenes which also bn W V5 AE ee 
borrowed compositional motifs from Japanese art.* This i Lf Ps 

_ . l] ns lf fia 
archetypal image appealed to her western audience both 4 , d Ag ey 
because of its familiarity and because of its exotic details Web Ka) ave OR 
of dress and custom. Hyde too was seeking a synthesis AY i) Pye) ANS 

of East and West. yn C7 Na 
Cherry Blossom Rain makes full use of the sophis- ZZ cS Pb va cm 

ticated workshop tradition of printing to which she had 7 Al A Oy Uf id y 
access in Japan. In this tradition, the artist provides the } hye tS LY: 

drawing fr hich the ck ci $C i at- adn) My Hy g from which the block cutters cut the linear pat y YT | yh 

tern on a block of fine-grained wood, traditionally | \ ft L ee RRA a 

cherry. After this line block, the artisans create the color De B Ny } A, ts] | (i) DS : 
blocks, one for each color, carefully cut so that they will Ra Ns LER ON Ln 
fill in the contours of the line block. Once the entire set 
of blocks has been created, they are given over to the s 
printers. Point Lobos, 1920 

The printers actually apply the ink to blocks and Color woodcut, 16 1/2 x 10 3/4 inches 
blocks to paper to create the final print and control the Prints and Photographs Division, Library of Congress 
subtle color effects of the work. Hyde took advantage XX-L975-B54 
of this workshop system, but was apparently dissatisfied 
with her lack of control over the production. She mas- 
tered the techniques of printing so that she could effec- 
tively oversee the other craftspeople. In Cherry Blossom 

Rain Hyde has not only mastered the machinery for the 
production of the color woodblock print in the Japan- 
ese manner but also shows a confident mastery of the 
conventions of content and format of the print as well. 
The theme of cherry-blossom viewing has a long and 
distinguished history in the art and literature of Japan 
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Japanese prints. In her first woodblock print, she drew 
on Japanese technique and subject — a scene of 

descending geese in autumnal or evening colors, a 
theme used by many Japanese printmakers. However, 
Lum quickly supersedes this direct imitation of Japanese 
prints by a style which mixes her interest in Japanese 
themes, particularly literary themes, and her own, very 

western style of drawing. Lum played a part in exciting 
the interest in art that drew from both Japanese and 
western traditions, which flourished in Japan, Europe, 

and America at this time. The block carver with whom 
Lum worked during her second stay in Japan, Igami 

Bonkotsu, was involved with a group of artists in Japan 

dedicated to the revival of the woodcut. The sosaku 
hanga or creative print movement sought to revive the 
woodcut as a medium in its own right — rather than to 
reproduce works of other artists. Recognizing the pre- 
carious position of the medium in his own country, and 
Lum’s growing proficiency in it, Bonkotsu commented 
ruefully: “[P Jerhaps the art of the Japanese color wood- 

cut will be taken over by foreigners!”!° 
Her most famous print, Point Lobos, brings the 

sense of line and composition that Lum honed in her 
treatments of Japanese subjects to an American theme. 

By combining such traditionally Japanese devices as 
graduated color and the slight wood grain visible in the 

sky with her own sense of linear rhythm, Lum creates a 
powerful and complex graphic image. 

Another print on the same theme and with a very 
similar title to the one in this exhibition, The Fox 

Women, provides an example of the respect her work 
was awarded in Japan; it was the only work by a for- 
eigner in an exhibition in Japan, in addition to appar- 
ently being the only woodcut. The catalogue remarks 

5 upon the fact that it was “self-made;” that is, the print 
Bi es te inte 1916; this impression 1921 we the work of one person from its design, ove. 

: : e cutting of the blocks, and the printing of those 
Color woodcut panted ippaeial) apanese Paper, blocks.!! This represents a change from the separation 

Ke ve ence of these processes into different workshops which had 
Elvehjem Museum of Art been common previously in Japan. The dissolution of 
James Watrous Fund purchase, 1991.98 this division of labor was an article of faith with mem- 

q . bers of the sésaku hanga movement, which preferred to 

eon Soe mood Block printmakers a place the production of the print as much ] possible 
the first decades of this century in America, Bertha Lum Winder the control of the artist. 

was influenced early by the text Composition, the result TeRereiyie nomerer si amirclicditor tie most part 

Bi ole poranon)penyeen Arthur Wesley Dow ae on skilled craftsmen to turn her designs into prints, and 
Bas ue ae poe eueea cd nine uae like Hyde she gained control by having them work 

iPaa scudy pee uct sie we pee aatne under her direct supervision, rather than turning her 
Art Institute and at the school run by Eran Holme, F work over to a shop to have it reproduced. 
which concentrated on illustration. Dow’s method of In 1917 several prints by Lum were exhibited at 

vey gust ae cee one Decree of tue the Minneapolis Institute of Arts, including another 
peo So reauuemenere op Cesemand flat pattern, both impression of the print in this exhibition. On the mat of 
crucial to successful illustration. When Lum took up that impression of The Fox Woman there appeared a 
formal art studies again with Holme, he was experi- = ee an 

2 i ae quote from Lafcadio Hearn: 
menting with woodblock printing, undoubtedly under 

the influence of Dow’s opus.’ Goblin foxes have the power to deceive people by 

Lum visited Japan on her honeymoon, and, enchantment. The favorite shape assumed for the 

though she did not study printmaking in depth that purpose of deluding mankind is that of a beautiful 
trip, she was exposed to and became interested in woman. Innumerable are the stories told about the 
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wiles of the fox women. They haunt solitary places Bror Julius Olsson Nordfeldt came to the woodblock 
and at night swing ghostly lanterns.!? print by a slightly different route than many of the ear- 

i ae " ! lier generation of American printmakers. Born in Swe- 
Though this pairing of Hearn’s text with Lum’s print den, Nordfeldt came with his family to settle in Chicago 
surely implies that the author’s retelling of Japanese when he was thirteen. Nordfeldt’s training took him to 
tales has some bearing on the artist’s work, it should study first at the Art Institute of Chicago, then to Paris 
also be noted that Lum is conversant with the Japanese in 1900 where he studied for a short time at the Acadé- 
imagery related to this sort of tale. The eerie light sus- mie Julian. Eventually he went to England where he 
pended over Lum’s fox form comes ultimately from the studied printmaking with Frank Morley Fletcher at the 
same tradition as Hiroshige’s fox fires in his print from Oxford Extension College at Reading. 

the hundred views of Edo. The primary sources of information on color 
woodcut for artists working at that time were Dow’s 
writings on the process and a pamphlet published by 

6, 7 the Smithsonian Institution, as part of an exhibition of a 
B.J.O. Nordfeldt set of wood-cutting tools which had been a gift from 
(American, born Sweden, 1878-1955) the Japanese government. !? A commentary in that 

: booklet was written by Sylvester R. Koehler, who had 
ay been curator of graphic art at the National Museum 

ea ar ae Fe — and, like Dow, on the staff of the Museum of Fine Arts, 

ae RS VP OnER Boston. Koehler comments that by using a brush, 
are . ih ken i which can be carefully controlled to place different col- 
[oe Ay Sasha ors within the broad areas defined by the raised portion 

ee 7m NN a a of the block, the artist is given an entirely new range of 
ee sas ee CL ML ; possibilities not offered by inking with a roller. 

- s @~ © ad | . Arthur Wesley Dow advocated exactly this kind of 
, Ss sensitive printing in his writing, to the extent that he 

2 g entitled an article on the subject “Painting with 
Wooden Blocks.” And certainly those artists who 

6 studied in Japan with masters of these techniques were 

Mist, the Anglers, 1906 well aware of them, but it is interesting to see Nord- 

Color woodcut printed on fine Japanese paper, 8 3/4 x feldt, who probably had the least formal training in 
12 3/4 inches Japanese technique, quickly transform them into a 

Elvehjem Museum of Art uniquely American style of printing. 
James Watrous Fund purchase, 1991.97 In his print of 1906 Mist, The Anglers, Nordfeldt 

very consciously imitates effects which he may have 
f i : observed in a similar print by the Japanese artist of the 
| me previous century, Kunisada.'* He creates a foglike effect 
| x a Bx s by inking the blocks with a light gray which shades into 
} on = rte i Wa black, a clear example of painting on the block like that 

My ae | , practiced by Japanese artists and espoused by Dow. In 
\ Se rare 1906 Nordfeldt also created at least fourteen other 
= NWA wr. don woodblock prints, some stylistically more like the works 
ears ) ese ‘m\' . of French artists like Rivier, than Japanese models, but 
er a | iy all using fairly traditional woodblock technique. After 

? ie oS en ! this productive year, Nordfeldt does not produce wood- 
mn ~~ ay cuts again for a decade. 

ce TTR ay a By the time Nordfeldt creates Pride of Possession 
5 & he has developed a completely different method of 

; Se painting on and printing from the block. This print 
‘ Se | ; demonstrates his development of white-line technique 

i Ne a of block cutting for color prints. Using this technique, 
tu ri meee Om Nordfeldt cut only one block. The raised areas on the 

block which receive the ink were separated by narrow 
a grooves, which printed white. The artist then attached 
Pride of Possession, ca. 1916 the paper to the block by one edge, so that it could be 
White-line woodcut, 14 x 14 inches pulled up and put down in exactly the same place over 
University Art Museum, University of Minnesota, and over again. Then the ink was painted on the block 

Minneapolis one color at a time, stopping between colors to swing 
Bequest of Emily Abbott Nordfeldt, 90.1.47 
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the paper down onto the block, and rub it firmly with Ada Gilmore was born in Kalamazoo, Michigan, but 
the back of a wooden spoon to transfer the color.!> after the death of mother and father moved to Ireland 

According to Ada Gilmore Chaffee, writing for to live with an aunt. In Ireland she studied at the 
the Provincetown Advocate in 1952, Nordfeldt devel- Belfast School of Art and returned to the United States 

oped the technique because he was in 1900. She moved to Chicago in 1903 and was 
attending the School of the Art Institute of Chicago 

impatient with the mechanical labor of cutting so when Nordfeldt came there, fresh from his work with 
many blocks of wood (one for each color) before he the woodblock in Europe. In 1912 she moved to Long 
could express his idea. . . .1¢ Island where she studied with Robert Henri, and the 
. .. Being able to see the complete picture on one following year she went to Europe.!8 

piece of wood, like a painting on a canvas, gave new In France Gilmore met Ethel Mars and Maud 

possibilities for creative work in that medium.” Hunt Squire, who had lived in Paris since 1906 and 
: ae . were familiar enough in the gatherings of American 

thes ecuemnooe Was pene a expatriots there to be the subjects of Gertrude Stein’s 
eles ae ahs OTOL De anaes Dy aes eeauee short story “Miss Furr and Miss Skeene.”!? Through 
ea geotee al ite iniielo i anceps te sutatees IT Mars, who served on the jury for the graphic section of 

oe od s interests settled oe the woodblock af the Salon d’Automne in 1907, Gilmore was exposed to 

. peau ce wren eee aed the bright, if sometimes jarring tones of the Fauves and 
see eco sIOr P Z ae the domestic scenes of Vuillard and Bonnard.?° Like the 

ie Bessiopinent PAR OEE eee eects rest of the artists returning to the United States as war 
eee whet pens eo cay for eer erupted in Europe, Gilmore distilled the experience of 
poe pene: dee elegance OupainEDe. ane the European movements in art to flavor her own style. 
nee eee Duet Boor as ey uo pies Gilmore and many of her Paris friends, including 
matter, too, are something ota departure We Nordfeldt . her future husband, Oliver Chaffee, and Blanche Laz- 

ate and oleae apm 9 a ies of working a zell, settled in Provincetown, Massachusetts, a quickly 
ee ceo at eee mone arusls eats growing artists’ colony. After marriage, Gilmore began 

se nea el au ee using the name Ada Chaffee. Once in Provincetown 
peeved Dicey boone ee Coo eee they investigated the color woodblock, an interest they 
” procs oy that year: Ada Gilmore Chaffee, Edna had in common with B.J.O. Nordfeldt and Juliette 

Bel Boies Hopkins, Blanche Lazzell, Ethel Mars. Nichols.”! The initial six members of the group — 
Gilmore, Mars, Nichols, Nordfeldt, Squire, and Mildred 

McMillen — decided not to leave Provincetown but to 

8 remain year-round, concentrating on the potential of 
Ada Gilmore Chaffee the woodcut. Nordfeldt’s new technique was adopted 
(American, 1883-1955) with such vigor by the group that their technique was 

often called the Provincetown print. 
i ts : _ Ada Chaffee’s playful views of Provincetown 

fi Na Nor scenes were often printed on slightly dampened paper, 
4 . a aN IN y 4 giving the colors greater translucency and softening the 
rvs ye Pe Sh ee | \ (% hard edges of the white-line technique. Her image of 

- ean as y \ the Provincetown idyll must have been a common 

a of : & 5 ee Wks 3 enough scene in the summer months when artists 

a Y a : | descended on the small community to enjoy its slightly 
- | fs | ad 1 rustic charms, populating the old lanes with their color- 
At rs Se ful activities. The bunches of flowers make energetic 

{ | a splashes among the broad forms of the rest of the com- 
{ ; cy ; | re position. The soft triangular forms of the women are in 
Ao yh | counterpoint to the more angular houses in the back- 
i ei eed , ia ground; the women’s enjoyment of the natural scene 

| gk Cs ¥ <S ig a seems to let them take on its rounded forms. 

Above the Village, 1916 
White-line woodcut, 9 7/8 x 10 inches 
National Museum of American Art, Smithsonian 

Institution 

Gift of Helen Baltz 
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9 ... I] trust to my inspiration at the time I do the 
Blanche Nettie Lazzell print.”?5 Her description makes her practice sound 

(American, 1878-1956) more spontaneous than the methodical explorations 
Dow encouraged. 

eS Sa In The Monongahela Lazzell’s composition starts 
ae gS Saat eats ag with the sweeping form of the river and the rhythmic 

me a Es eae ; tor e 3 curves of rainbow, bridge, and hills. Counterpoint is 
rae ae no Pie ‘tp present in the branching form of the tree on the left, 

i ge Ne Eos while the roofs of the houses along the river seem 
‘ : » sire almost compelled to take on the curved forms of the 

: \ \ ea Sia al ~, rest of the composition. 

Yaa | ee NEON aN 4 ) II i Se 10 

“fe [hee ies ho ie So , Gustave Baumann 
NS | Lp cs ys iBT = N (American, born Germany, 1881-1971) 

a “Ff :; adi Se EN - ee eT 2 
N 4 ’, a 4 ‘. | em, tier iin en if 

eee Ze e Td 4 YL § y a Pet uuu y Coy 8 Mi 

IW SHR” pS 
Res > > <a ce : Pr pe > GAO A a DY i e] al Pe ne OP ac Oe 4 2 = 

= . ni raat : Le a 
: Fy bees ay el SS 

The Monongahela, 1919 ce oer a. ee — 

White-line woodcut, 15 5/8 x 11 23/32 inches A Poe a pute 
The Metropolitan Museum of Art, New York is ce, al | yom ND ay 
A. Hyatt Mayor purchase fund, Marjorie Phelps Starr 4 i ae . a , a r ees 

bequest, 1982.1080 ats & j pi od 3 PONG 

a eh Ze A 
Blanche Lazzell received a degree in drawing, painting, a ar i sticaest VEE Oe lt had yo 
and art history from West Virginia University in 1905 oy Var 7 i pee 
and in 1908 attended the Art Students League in New Se i ae i 4 Ta ean 
York City. Between 1912 and 1914 she studied in Paris : eT ee 7 
and went to Provincetown in 1915, when the war Provincetown, 1917 
broke out. Color woodcut, 9 1/4 x 10 7/8 inches 

Lazzell’s summers in Provincetown were divided Elvehjem Museum of Art 
between printing and painting, and in 1916 she learned James Watrous Fund purchase, 1992.1912 
the technique of the woodcut from Oliver Chaffee.?? In 
1918 she herself began offering classes in printmaking, Gustave Baumann was born in Germany, but at the age 
which she continued for more than forty years, intro- of ten settled in Chicago. He studied at the Art Insti- 
ducing generations of new printmakers to the white-line tute of Chicago and then in 1905 at the Kunstgewerbe 
woodcut and cementing the association of the process Schule, in Munich, Germany. He first exhibited color 
with Provincetown.” prints at the Art Institute of Chicago in 1910 and 

Lazzell developed the color white-line woodcut to received a gold medal for a woodcut print at the 
express her interest in nonobjective art, especially after Panama-Pacific International Exposition of 1915 in San 
her study in Paris with Albert Gleizes and Fernand Francisco.”° Baumann arrived in Provincetown in 1916; 
Léger in 1925.74 The influences of cubism on her in February of that year he organized an exhibition for 
approach to abstraction is visible in this work. In fact, the Art Institute of Chicago of American block prints. 
the arrangement of flat colors practiced by the The exhibition included 146 prints by twenty artists, 
Provincetown printmakers was well suited to the including Dow, Lum, Hyde, as well as several of the 
emphasis on composition and on the surface of the art- Provincetown printmakers including Chaffee and 
work, a continuing refrain through much of the art of Nordfeldt.?” 
the twentieth century. Baumann’s print Provincetown demonstrates 

Like Dow, Lazzell took advantage of the wood- clearly the range of the printmakers who worked in the 
block method to reinterpret the block each time she artists’ colony; not all pursued the white-line technique, 
printed it: “I use perfect freedom as to color and values. though there was a tendency from the beginning to 

o7



work with woodcut medium, possibly because of the Max Weber was born in Bialystok, western Russia, and 

lack of presses for etching and lithography. Whatever came to the United States with his family when he was 
the practical limitations of his shop may have been, ten. A formative experience in Weber’s training as an 
Baumann clearly favored the woodblock medium; he artist was his study with Arthur Wesley Dow at the Pratt 

worked in it throughout his life, creating nearly four Institute. After teaching a short time, he traveled to 
hundred prints. As his style developed, his preference Paris to study. Like Nordfeldt, Weber was disappointed 
for more intense and opaque colors grew, particularly with the academic instruction he received at the 

after traveling to the Southwest in 1918. Académie Julian in Paris, though it was there that he 
Throughout his career, Baumann created wood- met Abraham Walkowitz, whose interest in graphic art 

blocks by the more traditional multiple-block method soon infected Weber as well.?8 
and inked his blocks more uniformly than was common In Paris he saw the work of Cézanne and studied 

among many of his contemporaries, who were heirs to with Matisse. Gauguin’s work, including the woodblock 

Dow’s preference for “painting with blocks of wood.” prints which Weber could have seen in Paris, also influ- 
Moreover, the tendency to simplify images to outlines enced his own printmaking. Picasso’s Les Demoiselles 

was never strong with Baumann. In the print Province- a’ Avignon (1907) probably also affected Weber’s depic- 
town, although the high vantage point and abstractly tion of the human form and countenance; he may have 
patterned ocean lend the design a flatness something seen the painting when he visited Picasso’s studio in 
like the effect achieved by the artists working with the 1908.7? 
white-line, his bird’s-eye view is quite unlike the Weber may have adopted some of the technique 

vignettes of daily life and still lifes they favored. Like for his woodcuts from his friend in Greenwich Village, 
them he had Provincetown for his subject, but re- William Zorach, who spent summers in Provincetown 
mained aloof, both from their style and from the with the printmakers. Weber records cutting the block 
town itself. for Mother and Child along with twenty-four others in 

1919-1920 in a letter to Zorach: 

ll I have carved a series of twenty-four woodcuts this 

Max Weber oe (cut in wood valde See I he average 

2 5 size is small, about 2” x 5”. I had an exhibition of 

(American, born Russia, 1881-1961) them at Montrosses Gallery . . . I was afterward 
invited to send a dozen of them for an exhibition in 

Provincetown. . . .°° 

This was one of the first recognitions of Weber’s work, 
hard won after years of being ignored or scorned by 

critics. 

Kan In fact, Weber’s technique for printing his works 
- : bore some resemblances to the white-line method used 

y ’ by the Provincetown printmakers. He cut only one 
f $ * block which carried all the colors for the print; however, 

ut ay all the colors were applied to the block at once, rather 
¥ ‘ eg than in a succession of printings. When he demon- 
Pos strated his inking process, Weber took up a small 
a. =< } amount of oil paint on his fingers, each one with a 

—— different color on it, and inked the block with deft 
touches. He printed the blocks by inking them, then 

sar / placing them on the floor on a sheet of paper, then 
i i placing a book on the block and standing on it. The 

da em wood which Weber used for his blocks came from a 
a basswood box in which he had received a gift of honey 
a from his brother.*! 

Mother and Child investigates the theme of 
mother love that he addressed in three other prints 

created that winter, a theme he continued to explore. 
Weber’s deep and abiding interest in primitive arts may 

Madonna, ca. 1918 have led him to see the bond between mother and child 

Color woodcut, 4 1/2 x 2 inches as a universal concept at the root of human experience. 
The Art Institute of Chicago Thus it would have been an apt subject for a style of art 
Gift of an anonymous donor, 1948.46 which he felt harked back to the fundamental verities of 
©1992 The Art Institute of Chicago, all rights reserved primitive arts. His handling of the minute block, with 
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its freely applied and mixed colors is reminiscent of 13 
Gauguin’s own experiments with the block process for Pedro J. de Lemos 
his Noa Noa suite, also derived from what the artist saw (American, 1882-1945) 
as the purity of a primitive culture. 
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Waterway, ca. 1933 
Color woodcut, 5 7/8 x 16 inches 
Santa Barbara Museum of Art, 1985.65.1le F; 

Gift of F. Bailey Vanderhoef, Jr. : 

Only a decade younger than Dow, Frank Morley ; Os oss 
Fletcher also developed an interest in the traditional X Pi ae 
Japanese woodcut. In England Fletcher discovered the 
first practical instructions for the Japanese style of color Sheltering Trees, ca. 1930 
woodblock cutting, in a pamphlet written by T. Color woodcut on fine laid Japanese paper, 
Tokuno and published by the Smithsonian Institution 85/16 x 10 5/8 inches 
in 1892. This pamphlet was the first set of instructions Elvehjem Museum of Art 
in America that gave details of Japanese printing. James Watrous Fund purchase, 1992.18 

Fletcher rediscovered the techniques which gave 

Japanese prints their subtlety and richness and taught Pedro J. de Lemos** was born in Austin, Nevada, and 
them to a generation of artists in London, Reading, grew up in Oakland, California. After studying art in 
Edinburgh, and Santa Barbara. He revitalized the color San Francisco, de Lemos made his way to New York, 

woodblock process in England and helped to support where he studied at the Art Students League and with 
the revival already under way in the United States. Arthur Wesley Dow at Teachers College, Columbia 

His book on the process, published in 1916, pro- University. Pedro de Lemos deeply respected the con- 
vides practical advice to the amateur printmaker, tribution Dow made to American art by rekindling 

explaining how to prepare, apply, and store the water- interest in Japanese art and developing the principles of 
color inks used for printing, and the process and tools composition and instruction. Of Dow’s Composition de 
for cutting the blocks in some detail. But in addition, Lemos says: “[TJhis book became the art teacher’s bible 
he discussed designs which he felt were best suited for throughout America. . . .”8 De Lemos himself was an 

the medium of the color woodcut. He also suggested influential teacher at the summer school he established 
studying Japanese masters of woodblock printmaking as in 1919, through his writing for and editing of School 
well as “the work of the great French designers of Arts Magazine, and through his directorship of what is 
poster advertisements.”*? now the Stanford University Museum of Art. Like Dow 

Fletcher was interested in the flat patterns of color he also published guides to training in the arts and 

and simplification of details, which were so appealing to crafts, collectively called applied arts. Each folio com- 
many artists working with the color woodcut after the bined illustrations and examples much in the style of 
turn of the century. In its long, horizontal format Composition, though bringing in practical aspects of 
Waterway takes advantage of traditional Japanese sub- other crafts as well as design fundamentals. 
ject matter as well as printing techniques. The image of In Sheltering Trees, de Lemos favors a populated 

a walkway along a picturesque spot is a convention used and civilized California landscape like that preferred by 
countless times by Hiroshige in his many series which Dow for the New England landscape. The scene has a 

take their designs from spots along the Tokaido and refinement matched by the elegant choice of colors and 
Kisokaido roads, pilgrimage routes between Kyoto and the artful stylizations of the trees’ foliage where the 
Edo (now called Tokyo). clear marks of the carver’s knife testify to the print- 
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maker’s pride in his medium. De Lemos’s skill in com- prints, he seems to have been frustrated by the lack of 
bining colors is also evident here. For instance, the light clear instructions available; the primary source was T. 

blue which the artist uses to represent the body of water Tokuno’s 1892 description, published by the Smithson- 

beyond the grove of trees is also printed on top of a ian Institution, which included a photograph of neatly 
golden color in the lower left of the print to give it a arrayed tools as its sole illustration. In his own text on 
darker, green tinge. However, exactly the same light block printmaking published twenty-five years later, he 

blue printed on top of the purple trees in the middle emphasizes illustrating the techniques rather than the 
ground of the scene gives them their highlights. tools of woodblock cutting.*® 

Blue Gums — Berkeley has much of the quality of 
Japanese woodblock printing in its graduation of tones 

14 in the sky. Its transformation of the line of trees into sil- 
William Seltzer Rice houettes shows Japanese influence as well as the stylized 

(American, 1873-1963) simplifications of arts and crafts graphics which played a 
larger role in his later works. 

The landscape of California was a source of imme- 

' ae diate inspiration for Rice, and his generally unpopulated 

ae _— scenes of sea, sky, mountain, and tree evoke from the 
SF a a Lye | rugged country and clear light a pastoral setting less 

ae tamed by man than Dow’s New England scenes. Here 
J 1} Tt the vertical power of the trees which penetrate the 

t clouds demonstrates the vitality of nature unblemished 

Ee " ts r: be by human intervention. 
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Beaver Lodge, 1944 
Color woodcut, 7 7/16 x 14 5/8 inches 

Elvehjem Museum of Art 
Blue Gums — Berkeley, ca. 1917 j Gift of Mr. and Mrs. Frank Moulton, 1977.213 
Color woodcut, 12 1/4 x 9 1/8 inches 

Elvehjem Museum of Art Born in Lincolnshire, England in 1884, from an early 
James Watrous Fund purchase, 1992.123 age Walter Phillips attended art classes, which gave him 

oe . . ul a mastery of watercolor, a medium he used all his life. 

William Seltzer Rice was born in Manheim, Pennsylva- After he moved to Winnipeg, Canada, he became inter- 
nia, and attended the Pennsylvania School of Industrial ested in printmaking, and after experimenting with 

Art in Philadelphia on a scholarship. He then studied etching, he resolved to work with the color woodcut: 
with Howard Pyle at the Drexel Institute and was an “My thoughts were in color; consequently I had little 
artist on the staff of the Philadelphia Times. In 1901 he sympathy with the convention of line as a means of 
moved to California, where he supervised the instruc- expression.”37 

tion of art in public schools. At the 1915 Panama- The artist had no guides to his study of the wood- 
Pacific International Exposition in San Francisco, Bice cut apart from his admiration for Japanese prints and 
saw Japanese prints which were the ala for his life- experience with watercolor and etching. In spite of this, 
long interest. the color woodblock.* Like many of he garnered recognition for his efforts within two years, 
the early printmakers who admired Japanese woodblock when the journal International Studio reproduced six of 
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his prints in 1919, the same year that he taught summer James Dexter Havens was born in Rochester, New 

school at the University of Wisconsin—Madison. York. When he was a teenager, diabetes confined him to 
Eager to learn more about the Japanese tech- bed, where drawing relieved his boredom. In spite of 

nique, Phillips spent ten months in London during the disease, he managed to complete three years at the 
1924. In England Phillips met Allen Seaby and William University of Rochester. He became the first person in 
Giles, students of Frank Morley Fletcher who were the United States to receive insulin therapy, a dramatic 

ardently pursuing the craft of the color woodcut. In treatment which made it possible for him to resume his 
London he also met the person from whom he learned studies, this time at the Mechanics Institute in Roches- 
the technical secrets of printing: Yoshijiro Urushibara, ter (now the Rochester Institute of Technology).*8 

a Japanese artist studying in London who had been Apparently self-taught, Havens began making 

trained in the traditional method of Japanese printing. relief prints about 1933. His close control of the wood- 
From Urushibara Phillips learned how to size paper blocks he carved and his penchant for the delicate line 
and to mix inks from powdered colors, rather than the relate him to the tradition of wood-engravers like 
watercolor pigment he was accustomed to using for Nason and Ruzicka. However, Havens worked very lit- 

painting. tle in wood-engraving, and his use of decorative colors 
The result is that in Beaver Lodge the paper is and compositions placed him in line with artists like 

sized to provide a less absorbent surface for the light, Fletcher and Lemos whose use of the color woodcut 
soft colors to adhere to, without being absorbed. This process grew from the tradition of design in everyday 
print also shows Phillips’s life-long commitment to the life espoused by the arts and crafts movement. 
Canadian landscape; he began his career as a landscape In Scarlet Runner Beans Havens embraced the 
watercolorist, and the great majority of his prints are of subject he loved, the natural world that surrounded his 
the landscape. As here, the prints are often dominated Fairport, New York home. In his interpretations of 
by the cool colors of the Canadian winter and are mas- nature, the artist tried to depict its invisible forces: “It’s 
terfully printed, with close attention to the effects of not a picture of a tree, but of how the tree grows; not a 
overlapping colors and applications of ink to the block picture of the sea, but of how a fluid force meets the 
which provide tonal gradation, as in the sky. Like his ageless edge of a continent.”*? These forces are revealed 
choice of red for the block with his initials in the lower by the transparency of the bean shells, in this print, 
right of the print, his printing effects may have ulti- where the seed’s growth is revealed and in the sinuous 
mately derived from his interest in Japanese print tech- design of the winding tendrils. 

niques, but he uses these techniques for his own goals. 

V7; 
16 Arthur Allen Lewis 
James Dexter Havens (American, 1873-1957) 
(American, 1900-1960) 
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Scarlet Runner Beans, 1957 
Color woodcut, 9 5/8 x 7 3/8 inches St. Francis Preaching to the Birds, 1933 

Elvehjem Museum of Art Color woodcut, 9 3/4 x 7 inches 

University of Wisconsin Art Collections Fund purchase, Prints and Photographs Division, Library of Congress 
1990.16 XIX-L673-A6 

101



Arthur Allen Lewis was born in Mobile, Alabama, but ing year. He started his career as a wood engraver at 
grew up in Buffalo, New York, and attended the Buffalo fourteen, but soon moved on to other types of illustra- 
Art Students League. Subsequently, he traveled to Paris tion. When he was twenty, the artist moved to New 
to attend the Ecole des Beaux Arts where he studied York, where he worked for the American Banknote 

under Jean-Léon Géréme. He returned to this country Company and then as a free-lance commercial artist; 
in 1902. He began teaching printmaking at the New around 1906 he began to experiment again with wood 
York Art Students League in 1924.4° engraving.** His return to the medium was inspired by 

Lewis’s precise style in etching as well as woodcut- the Parisian views of Auguste-Louis Lepére, who was 
ting brought him commissions to do book illustrations creating a hybrid of European sensibilities and practices 
and bookplates, small prints to be glued into the front of and Japanese aesthetics by creating wood engravings of 

books which generally combined the owner’s name with views of Paris, using the flattened forms and dramati- 
a small design. The print St. Francis Preaching to the cally cropped compositions that owe much to 
Birds was published by The Woodcut Society.*! This Hiroshige’s Hundred Views of Edo. 
organization, based in Kansas City from 1932-1944, Ruzicka’s own work also focuses on landscape: 
was organized by Alfred Fowler.*? Like many organiza- the views of cities which were such a source of pride 
tions in America at that time, such as The Print Club in to Americans, like Paris to the French and Edo to the 

Cleveland, and the Prairie Printmakers in Kansas, The Japanese. Wood-engraving permits fine details to be 
Woodcut Society was organized as a subscription organi- carved in the block and printed. Ruzicka’s own style was 

zation to, in the words of its founder “form a portfolio the perfect combination of idealization and graphic accu- 
of present-day woodcuts which would give a compre- racy which allowed him to choose as his subjects not only 

hensive picture of the art as it exists today.”4? Members the great architectural monuments of American cities, but 

paid annual dues and received two prints every year. to reveal the picturesque aspects of even their less attrac- 

Artists received a commission for the prints they pro- tive parts. A contemporary critic said of prints like these: 
duced as well as the benefit of being shown along with “To be able to see picturesque qualities where other peo- 
the other members of the society and being mentioned ple see nothing is the power of the seer; to convey them 
in the society’s promotional materials. In 1933 the print to others is the power of the interpreter.”4° East River, 
was St. Francis, which was accompanied by an essay writ- New York, Winter is just such an interpretation. 
ten by Lewis, who set the type and did the printing for In this print the strong linear elements of the 
the essay on the same press he used to print St. Francis. ship’s rigging are balanced against the colored masses of 

The technique of this print, called a chiaroscuro the building to draw the viewer’s eye down to the activ- 

woodcut, does not use color as a means of giving realis- ity of carting what may be coal to and from the ships. 
tic tints to the work, but rather to refine the contrast Like Nason’s work, Ruzicka’s prints invite close inspec- 
from stark black and white by adding intermediate tion. The famous print connoisseur William Ivins ob- 
tones. Originated at the beginning of the sixteenth cen- served, and Ruzicka agreed with the observation, that 
tury, it is one of the first color woodcut techniques. his work tended to be “correct in every Bostonian sense 

of the word, a little dry, a little precise, quite restrained, 
and just a little backward looking to the older times.”4° 

18 
Rudolph Ruzicka 
(American, born Czechoslovakia, 1883-1978) 19 

Thomas Nason 
ee WSK em (American, 1889-1971) 
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East River, New York, Winter, 1910 
Chiaroscuro wood engraving, 3 3/4 x 8 inches 
Prints and Photographs Division, Library of Congress ; 

XX-R987-A18 Summer Storm, 1940 

Color wood-engraving, 5 5/8 x 10 1/4 inches 
Rudolph Ruzicka was born in 1883 in Kourim, Prints and Photographs Division, Library of Congress 

Bohemia. His family emigrated to Chicago the follow- XX-N263-A13 
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Thomas W. Nason was born in Dracut, Massachusetts. 20 

Self-taught after his graduation from high school, he Chet Harmon La More 
worked at several jobs before pursuing art and was (American, 1908-1980) 
thirty-two before he began producing woodcuts.‘ In 
the course of his work he created over five hundred of 
these finely wrought examples of relief printing either = 
as independent works or as book illustrations or _—— frm 

decorations. ae : yl Ee oy aes, ex 
The term wood-engraving is used to differentiate i Seoe li aes) 3 ke y 

works like these from woodcuts. One of the principle NREL P IN Ab) P| 7 yg Z 
differences between the two is that, in a traditional We ie [* 4 pj bs / 

woodcut, the image to be printed is carved from the “Y Ss | sd is oe 
side of a plank, often with the traditional woodworker’s i AY ee > 

tools of chisel and knife. For wood-engraving, the iu \ Mae bi SP 

image is carved from the endgrain of a piece of fine- an , 2 | | vi, 

grained wood, often boxwood, with the more delicate N i | | i 
tools used for engraving. The combination of the very aN | iW va j 

fine endgrain and the precision of the tools makes it Ree) wee i | 
possible for the wood-engraver like Nason to incorpo- » AN \ \ i\ ae 
rate unusually fine detail in his works. » \ a ] 1 

Here, Nason uses the wood-engraving technique UD my NTE 
to produce a print whose tones are limited to a few sub- SH | \ } i fh 

dued colors, a type of color print usually called chiaro- ) 4 
scuro. The artist used the three colors — gray-green, Oe eA \" 
light olive, and black — to create an extraordinarily ae, Af i! i 

subtle range of tones possible with wood-engraving. FiKAD i yi 
This chiaroscuro technique sets Nason apart from many < : Mi 
of the experiments in color woodblock printing which : 
were being conducted at the same time as this print, as =; 
does Nason’s mastery of wood-engraving. 

Like many of Nason’s prints, this work’s intimate 

scale and fine detail work together to draw the viewer Generals, 1939 
into the composition, and the shimmering quality of Color woodcut on ivory wove rice paper, 
the hills and distant prospect are apt examples of 11 3/4 x9 1/4 inches 
Nason’s ability to create what Carl Zigrosser called Milwaukee Art Museum 
“visual idylls” of the New England countryside.*® These Long-term loan by Federal Works Agency, 
images are well suited to the illustration work Nason Works Projects Administration Art Program, 
was often commissioned to do, but in an independent through The Milwaukee Public Museum, 

work such as this print, the artist is fully capable of M1943.200 

engaging and holding the viewer’s attention without 
recourse to story line. Chet La More was born in Dane County, Wisconsin, in 

Nason’s use of the medium came at a time when 1908, and studied at the Colt School of Art in Milwau- 

wood-engraving had almost completely given way to kee from 1926-1928, and at the University of Wiscon- 
other media as a form of printed illustration. His craft sin in Madison where he received his masters in art in 
was admired by the other reviver of his time, John Tay- 1932. Most of his teaching career was spent at the 
lor Arms, whose encomium in the Print Collector’s University of Michigan where he started in 1947 and 
Quarterly ends with the greatest praise that a consum- taught until 1974 and where he remained professor 
mate craftsman like Arms could bestow: “The true artist emeritus until his death. 
is rare, and rare it is to be master of your craft. I believe The print Generals reflects the dissent over social 
Nason to be both.”4? matters which we also see in the prints produced by 

artists for the WPA in New York City, where La More 
was then living. Often WPA artists approached social 
topics by evoking an empathic response from the viewer 

by depicting the conditions of the downtrodden work- 
ers. In this print La More takes more direct aim at the 
other end of the social ladder, the “fat cats.” He places 

the objects of his satire in stiff, formal poses, while his 
rough cutting of the blocks gives their features an in- 

human cast. 
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Louis Schanker Antonio Frasconi 
(American, 1903-1981) (American, born Uruguay, born 1919) 
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Carnival, 1945 4 i , rad. IF é O r 

Color woodcut, 14 x 27 1/2 inches ee Od a Cg 

National Museum of American Art, Smithsonian ic} € eZ ZN i 
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Louis Schanker was born in New York. He dropped out SUN gg? nt 
of school when he was a teenager and by 1920 had p tt } | 
worked in a circus, as a farm laborer, on rail and steam WZ ae | ‘\ \ 

lines, and been a hobo. When he did return to school, (ON a H: Ry 

first the Cooper Union and the Educational Alliance, ) SN Hy 
then the Art Students League, he made some intaglio i « s\ 
prints and lithographs as well as paintings. ‘ { j i, 

After a year of travel in Europe, Schanker | NE \ NAS 
returned to New York City in 1932 and worked on ies NY 
several important projects in the city’s division of the , & } MO 
Works Progress Administration (WPA), from 1934 : wo ae” f \ 

until 1939. During this time Schanker became an noms 
important artist and teacher of the color woodcut. He Boy with w Cock, 1947 

made his first woodcut in 1935 and within six years he Colon eacats 27 1/8 x 14 3/8 inches 
was the head of color-block printing in the graphic arts New York Public Tabeary 

section of Ee WPA Federal Art Project (FAP) in New Print Collection, The Miriam and Ira D. Wallach 

York City.” : f , 7 . Division of Art, Prints, and Photographs, 

The print Carnival may refer to Schanker’s time The New York Public Library, Astor, Lenox 
with the circus as a teenager. The texture is subtly mod- Par dcnioundations..., > z 
ulated by the grain of the block as well as the texture of 

cloth in the center of the print. The bold-colored Photo by Robert D. Rubic, New York City 
shapes of the print and their precarious balance give the ° i 

print its festive, if unsteady, atmosphere. . Born in Uruguay in 1919, Frasconi studied art in his 
During the thirties and forties, innovators like native country until the age of twenty-six, when a 

Schanker and Drewes no longer looked to Japanese scholarship permitted him to study in New York City 
models and techniques for guidance with their tech- at the Art Students League and then at the New ; 
nique and effects, but instead explored the inherent ‘ School for Social Research. Before leaving Uruguay, 
qualities of the block and, increasingly, the notion of the artist had worked with the print media as a political 

abstract design. In what may be a final nod Ee) the orien- cartoonist.°! By 1952, when The Cleveland Museum 
tal influence ou American woodblock prints, Schanker of Art hosted an exhibition of Frasconi’s work in con- 
adapts the Chinese symbol for the balance of universal junction with his commission for a work from The 
forces as his insignia, seen here in the lower right corner Print Club of Cleveland, he had created more than two 

of the print. hundred and fifty woodblock prints. Ten years later 
when his work was catalogued for an exhibition at The 
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Baltimore Museum of Art, the total had risen to more Born in Latvia in 1900, Adja Yunkers was an experi- 

than five hundred.*? enced woodcut artist and a polyglot world traveler 

From early in his career as a printmaker, Frasconi’s before he came to the United States in 1947. Like 
interest in images was shaped by his interest in the Eichenberg and Drewes in the previous decade and 
human condition. Those artists whom he saw as early Frasconi two years earlier, Yunkers began experimenting 

influences, Honoré Daumier, William Gropper, and with the woodcut as many other artists were exploring 
George Grosz were all satirists, unmerciful chroniclers its possibilities. He taught for a short time in New York 
of the foibles of their times. Because of the many politi- at the New School for Social Research, then moved to 
cal prints that Frasconi created, from sources as varied New Mexico where he set up a workshop for graphics. 

as Aesop, Brecht, and the Vietnam war, it is appropriate Eventually he returned to New York and in 1957 
that the artist chose to work in the woodcut. Woodcut received a Guggenheim Fellowship to travel to Italy, 
was the medium of the first visual lampoons, aimed at where he produced the Ostia Antica series from which 
clerics during the Reformation; the artists who created this print comes.*? 
those woodcuts, like Frasconi, may have been drawn by Yunkers’s contributions to the medium of the 

the simplicity and directness of cutting and printing color woodcut came at what is sometimes called the 
from the wooden block. Although Frasconi worked in woodcut renaissance, referring to the new generation of 
other print media, including photo-duplication, most of experimenters with woodcut starting with Drewes and 
his works are woodcuts. Schanker and continuing with artists of Yunkers’s gen- 

Frasconi’s approach to the woodcut process is evi- eration.>+ This experimentation with the woodblock 
dent in this early print. The wood grain is drawn into eventually culminated in works like Yunkers’s monu- 
the design by carefully regulating the amount of mental (14 feet wide) polyptych Magnificat, for which 

pressure applied to the paper as it is being printed. To the artist cut twenty-eight blocks, each one inked in a 
apply this pressure Frasconi used the backs of spoons variety of colors. Works like this not only begin to com- 
and dowels with rounded ends rubbed against the back mand the painterly quality of application of color, but 

of the paper. the sheer scale of painting as well. 
Frasconi’s concern about the human condition is The series takes its name from Ostia, an ancient, 

modulated by his reverence for the sheer vitality of the now excavated, harbor town southwest of Rome, Italy. 
world, and his relish for life comes across most clearly in In the series, as here, the woodcut allows Yunkers to 

Boy with a Cock. The compositional line which traces transform the elements of landscape into flat forms 
the arm of the boy and continues up the neck of the which create an abstract pattern on the surface of the 

bird to its head extended by crowing provides the work work that hovers on the edge of representation. The 
with a dynamism that is reinforced by the angular medium of the woodcut is well suited to these experi- 

abstraction of the boy’s face and the trees in the back- ments in the transformation of landscape, because it 
ground and by the cock’s wild feathers and claws. There encourages the flattening of forms which is essential to 
is also an element of humor in the boy’s struggle to the composition of these prints. Like Arthur Wesley 
control the boisterous cock. Dow, Yunkers appreciates the ease with which colors 

can be manipulated in woodblock printing, though 

Yunkers favored rollers of different levels of softness for 
23 applying his inks rather than brushes. Though of a 
Adja Yunkers quite different aesthetic than Dow, and working ona 
(American, born Latvia, 1900-1983) completely different scale, Yunkers, too, continually , 

experimented with different color combinations in his 

compositions. 

& 

S " 

aN 

a 
b. 

Ostia Antica VI, 1955 

Color woodcut, 21 1/16 x 35 1/2 inches 

Prints and Photographs Division, Library of Congress 
XX-D-YUNKERS (A.) 3 
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24 Here, as in many of Moy’s works, the subject of 

Seong Moy the print is drawn from the Chinese tradition; a rider in 
(American, born China, born 1921) a plumed helmet plunges on his steed. Moy’s abstrac- 

I tion of the figures into smooth, flamelike forms gives a 

k — — ae hs ~ ] liquid grace to the work, by rendering contours with a 
al oi bee ) calligraphic sweep. The grain of the woodblock is not 

3 5 a suppressed, but, as in Japanese prints, establishes with 
its pattern the ground upon which the motion of the 

\ ‘ \ rider is portrayed. 

- Classical Horse and Rider won a purchase award 
Hy y PM 1 at the Tenth Annual National Print Exhibition at The 
8A, ’ | Brooklyn Museum. First organized by Una E. Johnson in 

YW <i 1947, this annual exhibition became an important show- 
a place for the printmakers who, like Moy, were brought 

ny ve into contact with the medium by the WPA/FAP.*° 
hia\\ Hy | 

Ly \v , 
fj Y V/ J 25 
\ a 7; Worden Day 

: Ve Na rags (American, 1916-1986) 

Lah MP > Um EB 
, Di §3377 K ] i at Lf A ey) ares te 

eee fl Ap i RR a: pad 
Fora i a BY es wee Ee RS yr 
Classical Horse and Rider, 1953 Ree St ee i 
Color woodcut, 25 1/4 x 15 1/4 inches Bi A: AR { 
Elvehjem Museum of Art SAA ra 
James Watrous Fund purchase, 1991.34 fy uit ae Se | 

b gale Nate eee Meu) 
Seong Moy was born in Canton, China, and moved to ae a poet, | le [| 
St. Paul, Minnesota when he was ten. His early art edu- ae Th oP 
cation was at the school established by the WPA/FAP ae BS / 5 hey, ji) es 
and then at the St. Paul School of Art. He received a we ai We Sy 
scholarship to the Art Students League in New York a i f Nia? t 
City, where he studied with Vaclav Vytlacil. While in es a wk poe yee 
New York, he also studied with Hans Hoffman. In sa a ‘4 OR g 
addition to making prints, Moy taught at several institu- Re Va ea ee 
tions, starting with the University of Minnesota in a \; rs) A f “a 

1951, and including Smith College, Vassar College, } \ ‘NS WV. one wh 
Columbia University, and the Art Students League.** Li Saye Ve ae ea ae 

In planning for the cutting of a block, Moy first fe aN \ we ala See 
created a full-color drawing. He then traced the draw- ES os AP) BV ig one 
ing onto sheets of cellophane, one sheet per color. es ei 4) \ yi a aN 
When stacked, these sheets gave some idea of the final el th VBI er 

composition, but separately, they clearly indicated the beat A a Ly ARE ih 
area of each color’s application onto the blocks. They ag oN "ei 4 
were undoubtedly useful when inking, since, rather a ’ ; 

than cutting a separate block for each color, Moy used } H er poate 

each block for several colors, the area of each color sep- aaa 

arated from its neighbor by uninked areas. By using Arcana III, 1954 
only a few blocks for many colors, Moy guaranteed cor- Color woodcut on black paper, 
rect registration for the print, as well as simplified the 32 1/2 x 14 9/16 inches 

process of cutting the blocks, in much the same way as University Art Museum, University of Minnesota, 
the practitioners of the white-line woodcut. Minneapolis 

General Budget Fund, 57.267 
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Worden Day was born in Columbus, Ohio, and studied Anne Ryan was born into the relative prosperity and 
at the Randolph-Macon Women’s College in Virginia. isolation of a Catholic family in Hoboken, New Jersey, 

After graduation, Day worked in New York between though her family was broken apart by the death of her 

1934 and 1940, studying with such individual artists as father when she was thirteen, and her mother a year 
George Grosz, Jean Charlot, Hans Hoffman, and after. She subsequently attended a convent school and 
Vaclav Vytlacil and at the Art Students League, where left college her junior year to marry. Her marriage 

she taught twenty years later. During this time she also ended in separation after ten years. Toward the end of 
oversaw the WPA offset-lithography workshop. At the her marriage she began to cultivate the rich artistic 
Art Students League Day had learned printmaking from world of New Jersey and New York, traveling to Green- 

Will Barnet and Harry Sternberg. In 1943 she was at wich Village, and writing poetry and fiction. Although 
Atelier 17, Stanley William Hayter’s experimental print- beset with money troubles, she lived for two years in 
making workshop, which he had moved to America Europe, starting in 1931, writing for American journals 
from France during the war.5” on Majorca, where she spent most of her sojourn, and 

Though she later embraced the medium of col- also visiting Paris. When she returned, she chose to live 
lage, Arcana III comes from a time when Day was in the charged atmosphere she had so often visited 
deeply committed to painting and printmaking. Like before her trip, Greenwich Village.*? 
the other members of the painter-printmakers, she When she was forty-nine, Ryan began to paint, 
believed that her prints should be exhibited along with encouraged by Hans Hoffmann. She received her first 
her paintings. Although Day may have “eschew[ed] the training when she joined Atelier 17.°° Here Ryan was 
method of ‘action painters,’” she nevertheless relied influenced by the concept of automatism, that a freely 

upon the responsiveness of the medium itself to guide drawn or engraved line could express the subconscious 
her in her painted compositions, which were painted mind usually repressed by the conscious mind. 
and then had their surfaces partially dissolved in a “con- This exploration of line is seen in the print Two 
trolled improvisation.”58 Women, where a single block of wood has been treated 

This approach to art was reinforced at Atelier 17, much in the manner developed by the Provincetown 
where artists experimented with various automatic printmakers, but to very different ends. Like the earlier 
processes in creating prints. Arcana III has the free- workers in the white-line technique, Ryan cut only one 
flowing line describing interpenetrating forms that was block for her print, inscribing it with a deep furrow 
so attractive to many of the printmakers who worked which created boundaries of areas on the block. But 
with Hayter. Her choice of the woodcut medium, how- here the technical similarities end, for Ryan did not use 

ever, sets her apart from Hayter’s lifelong preference for the lines to contain colors; although the colors seemed 
the copper plate. Day uses the vertical space of her work to originate or emanate from the loosely described 

to separate it into two registers. Below, figural abstrac- forms, the colors’ boundaries are not sharply defined at 
tions appear surrounded by a black ground, while all. In addition, it is likely that all the colors were ap- 

above, the marks are more freely abstract and appear as plied to the block at the same time and printed at once, 
black strokes on a white ground. rather than being built up in successive inkings and 

printings, as the Provincetown painters had done. The 
paper Ryan chose was also a significant departure from 

26 those of the Provincetown printers, but the black of the 
Anne Ryan paper gives the cut-away portions of the block a linear 
(American, 1889-1954) weight that it could not achieve if the paper were white, 

emphasizing the gesture of the artist rather than the 
fee fies area left in relief by the cut. 

hes N4 ae 

& ES ° '@ i ie : 

NP ey ig . 

Ea PN eke { Hy 
Be Si eA. 

Two Women, 1946 

White-line woodcut, 16 1/8 x 22 3/4 inches 
Elvehjem Museum of Art 
James Watrous Fund purchase, 1991.35 
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2296 the figures become generalized, universal abstractions of 
Will Barnet childhood. 
(American, born 1911) Barnet’s use of the color woodcut for much of his 

imagery reflects his own penchant for the broad areas of 

ae inant pessoa crea massed color which are a particular strength of the 

4 Sa i=. : te = : Ley Yes woodcut medium. Will Barnet’s prints, like his paint- 

m sd ae e & ; bs ings, are the result of a careful and often long process of 
‘ CA 7 = PP 4 composition. Sketch after sketch may investigate the Q LES) : a ; equilibrium of figures and masses that will contribute to 

i iS Be, the final delicate balance of the work. In early works, 
‘ y 3 the physical proportions of the figures, the child’s pro- 

= ¥ SS er portions, and the child’s attentions and awkwardnesses 

Fy | & ) : A x contributed to the work’s dynamism. In this print the 
child and bird upon the frame of the chair and the 

f > La i chair’s relationship with the wall behind it and the rec- 

a oF * tangular edge of the print achieve a precarious balance. 
sa 2 

— ¥ } 
iF ad 2829 

oa Werner Drewes 
: R, o~, rt —_— = (American, born Germany, 1899-1985) 

| Nt e—— 

eae ji 2S if r _s~ j 

, —ad 2 Ta et Ae =~ ae 

y + a | ple |= 5 
5 jg: a = — i \ | a oe t= 3 
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Peter and Toy Bird, [also titled Peter, Peter on Chair, 
and Yearling], 1940 28 . 

Color woodcut, 11 1/8 x 9 inches Calm Morning, 1954 
Elvehjem Museum of Art Color woodcut, 10 1/8 x 25 inches 

Earl O. Vits Endowment Fund purchase, 1992.42 Elvehjem Museum of Art 
James Watrous Fund purchase, 1992.17 

Born in Beverly, Massachusetts, Will Barnet received his = 

first formal art instruction at the School of the Museum d —=F e fh Pe fe! 7 ea \ 
of Fine Arts, Boston, where he studied with Philip Hale a I Bi 4 se y: Gi) 

from 1927 to 1930, when he earned a three-year schol- i a |Z 7 a be oa E 

arship to study at the Art Students League in New York 3) S- ae TE vi hy 
City. There, he was a student from 1930, appointed Ba ae ¥ “% i; A lj 4 F \ 

printer in 1935, and instructor in 1936. In 1938 he : No NY i Ee ra yy Wd 
became an instructor at the New School for Social a ae : He i FT 4 ef 
Research. His early work was primarily concerned with ea = \/ =F NU { [| | Re ss 
the condition of the worker in America. But through = she H F A /| RNa, 
the thirties, particularly after his marriage in 1935 and we, J) a fe Hf } IPSN 

the birth of his first child, Peter, his work took on a new pT a Hid ; =A i ey 
focus, turning from society at large to the social micro- ¥ eet Ne Ly et S| a iT or 5! y 
cosm, his own family. Throughout his career Barnet I Cont BU IN 
derived his subject matter from “the milieu of children SEE SY IE Ser Eo 
growing up and among the pleasant confusion and 29 

color of a succession of parrots, tropical fish, sedate cats, Cliffs on Monhegan Island, 1969 
and the exotic greenery of a variety of flourishing Woodcut, 15 3/4 x 22 5/8 inches 

plants.”°! In Peter, as in other works, this context sup-_ National Museum of American Art, 

plies the starting point for the composition, but as in his Garitheon anllnentition 
later works, portraiture is not the ultimate goal. Instead, Givorcie arise 
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Werner Drewes was born in Canig, Niederlausitz in 30 

Germany. He studied art in the local gymnasium. After Milton Avery 
serving in the army, he returned to school, first study- (American, 1893-1965) 
ing architecture and design in Berlin, where he was also 

exposed to the paintings of the expressionists in Der SS ae a 
Sturm gallery. After studying at two schools in Stutt- eS ees isIE 

gart, Drewes enrolled at the Bauhaus, taking classes Sait oa Ene 5 —s 
with Johannes Itten, Paul Klee, and Oscar Schlemmer. ey na gees =4 =. 
Between 1923 and 1927 Drewes worked his way eA AG = : = 
around the world, visiting Italy and Spain, South and : =€ Co ge atte P. —, 

North America, Japan and Korea, eventually returning = a. ea — — — 
to Germany and reenroling at the Bauhaus, which an CLS wr aa 
the interim had relocated from Weimar to Dessau.° " 

He worked with his former teachers as well as Birds and Sea, 1955 

Wassily Kandinsky, Lionel Feininger, and Laszlo, Woodcut in blue ink, 9 3/4 x 24 inches 
Moholy-Nagy from 1927 to 1928. In 1930, concerned The Minneapolis Institute of Art 
about the trends in Europe, he left for the United Gift of Dolly J. Fiterman Fine Arts, P.88.49 
States. Drewes described himself as coming to this 
country “with one foot out of German Expressionism Milton Avery, born into a working-class family in Sand 
and the other out of the functionalism of Bauhaus.” Bank, New York, worked at a succession of factory jobs 
As a result he had new perspectives to offer artists from the time he was sixteen and his family moved to 
whose ideas about the European avant-garde had been Wilson Station, Connecticut. His formal art training 
shaped mostly from French examples. His contributions started around that same time at the Connecticut 
to the art of this country included what are arguably the League of Art Students. In spite of the hardships that 
first nonobjective prints created in this country, a port- beset his family, he was able to pursue a career as an 

folio of ten prints collectively titled It Can’t Happen artist, first studying art at night, then getting a night 
Here. He also contributed to art education in this coun- job at the School of the Art Society of Hartford to 
try, first in his work teaching drawing and printmaking allow him to study during the day. In 1925 he moved 

for the WPA in between 1934 and 1936, then heading to New York City and was for the first time exposed to 

the graphic section in 1940 and 1941. In his long the foment of the art world beyond Hartford.® Isola- 
career he taught and lectured at many colleges and uni- tionism was increasing in America, embodied in the arts 

versities in the United States. by a suspicion of European styles and a strong tendency 
Although he considered himself a painter, his toward regionalism and American scene painting. 

prodigious output of prints, the majority woodcuts, was Avery, however, explored color in his own distinctive 

an important influence on a new generation of print- style, which was too abstract for his early critics and too 

makers in this country. Calm Morning is one of many realistic for later critics. This dedication to a personal 

color woodcuts Drewes made which drew upon both style prevented his gaining critical approval during 
the expressionist tradition of roughly cut, vital printing much of his career. He summed up his concerns: 
and the Bauhaus tradition of craftsmanship and thor- 
oughly worked-out color schemes. This woodcut, like I work on two levels. . . . I try to construct a picture 
several others printed around the same time, probably in which shapes, spaces, colors form a set of unique 
refers to the scenery of Maine, where Drewes spent the relationships, independent of any subject matter. At 
summer of that year. It was originally published by the the same time I try to capture and translate the 
International Graphic Arts Society, New York. excitement and emotion aroused in me by the 

In Cliffs on Monhegan Island Drewes’s approach impact of the original idea.”°° 
to the natural scene is slightly more abstract and color- F i i qitaeds 

ful, conveying the sense of a full day rather than early His work in print media started early in his career, 

morning. The artist takes advantage of the opportunity but the Chun created woodcuts for 2 relatively short span 
offered by the rugged landscape to portray the scene of time, from 1952 until 1955. In his woodblock prints, 

with rhythmic sets of parallel lines for the cliffs, the like Birds and Sea, he uses the rough surface of the 
trees, even the sky in a vibrant composition. board he is printing from to pi rovide the background 

texture for the work. The very minimal, almost childlike, 

quality of the cutting of the block is a reflection of the 
artists aim: “I strip the design to essentials; the facts do 

not interest me as much as the essence of nature.”°7 
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ol 32 
Janet Turner Charles William Smith 
(American, 1914-1988) (American, 1893-1987) 
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Frightened Jack Rabbit Hiding, 1950s Ty 
Color woodcut, 11 1/2 x 19 inches y / A y i 

Courtesy of Dean Meeker Lees Xt 
y (4 

Janet Turner was born in Kansas City, Missouri, and iy \ if 
attended Stanford University, receiving a B.A. in 1936 4 . 
in Far Eastern history. She then studied at the Kansas lity 

City Art Institute with Thomas Hart Benton and / AN 
received an M.F.A. in painting from Claremont Col- [Fs ~ 
lege, where she studied with Millard Sheets and Henry Ya 
McFee. She received her doctorate of education from >= 
Teachers College, Columbia University in 1960. 

Turner’s career in art was interwoven with her 
career in teaching, first at the Girl’s Collegiate School in 
New York in the mid-forties, then at the Stephen F. Red and Green Discs, ca. 1950 

Austin State College in Nacogdoches, Texas, from Woodcut printed in color, 25 1/2 x 20 inches 
1947 to 1956. After this, while earning her Ed. D., she Courtesy of Elmer and Adele Smith Johnson 
taught for a short time at Teachers College, Columbia 

University and for twenty years at the Chico State Col- Charles William Smith was born in Lofton, Virginia. 
lege in Chico, California. His first experience cutting wood blocks came when he 

An active silkscreen and relief printmaker, was an apprentice pattern maker for a Virginia 
Turner’s mature work often turned to themes drawn foundry. He studied at the University of Virginia, the 

from the natural world, reflecting her ecological con- Corcoran School of Art, and Yale University, taking 

cerns as well as conveying symbolic meanings. In the the block print as his medium and executing a series of 

process that led to the print Frightened Jack Rabbit prints of views of Charleston and another of Virginia 
Hiding Turner made an acrylic painting, a lithograph, scenes. He also worked in linoleum block, writing an 
and a clay model of the subject, continually refining introductory text on the medium. 

compositional and textural elements of the work. This However, in this work his concern is with more 

print combines colors applied by screen printing, with experimental techniques and imagery. In his book 
the woodblock, which carried the brown ink that pro- Experiments with Relief Printing published in 1954, he 
vides the texture to the fur of the rabbit. By pressing describes several innovative methods of working with 
the paper deeply into the hollowed-out areas of the relief which anticipate the techniques which would be 
block, the artist also sculpted the paper into low relief developed by other artists later in the fifties. For in- 

for the stems of the plants in the foreground. stance, Smith describes the technique of cutting shapes 
out of cardboard and gluing them down to provide the 
relief elements of the print, a technique which Edmond 

Casarella described in 1958. He also describes what he 
calls “a subtractive method” which other innovators in 

relief printing like Alfred Sessler would use in 1957 and 
Pablo Picasso would use in 1958 and 1959. 
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Smith also discusses a technique called the indi- Edmond Casarella was born in Newark, New Jersey; he 

rect impression in his book, which is most evident in studied art at Cooper Union in New York from age 
this print. For this method Smith created a relief sur- eighteen until twenty-two. Casarella worked as a silk- 

face by gluing chipboard onto a support and then alter- screen printer with Anthony Velonis, before serving in 

ing its surface. He either sanded it down or built it up the army in the mid-forties. He studied printmaking at 
with paste or gave it a texture by attaching canvas, cut the School of The Brooklyn Museum from 1949 to 
bristles, anything to alter the flat surface. Then, instead 1951 with Gabor Peterdi, Louis Schanker, and Vincent 

of applying the ink to the block (in what Smith called Longo. He later taught at both Cooper Union and the 

the direct method), the artist applied a thin layer of ink School of The Brooklyn Museum.”° 
onto a smooth, uncut linoleum surface. He placed the Casarella developed the paper relief print. Like 
paper face down onto the inked surface, and pressed many artists, Casarella started with a design which he 
down the relief surface on top of the paper. Those traced several times, dividing up the areas of color to be 
areas which had been built up pressed the ink onto the printed with each block. However, he used an innova- 

paper, but they have a characteristic softness of outline tive technique to achieve the relief areas on the blocks. 
which Smith often used in his prints to contrast with Usually the raised areas that carry the ink in a block 
the hard line of the “directly” printed block. print are created by cutting wood away from areas leav- 

Smith used this combination of direct and indi- ing them in relief. Instead, Casarella cut pieces of card- 
rect printing to build abstract compositions by over- board approximately to size, then trimmed to the exact 

printing simple shapes which combined to form a size and shape once they were glued in place on the 
cohesive composition. Over the years, as he made new block. The artist gave these areas more texture by scor- 
shapes to print with, he created for himself a collection ing them with a nail or ice pick. The raised surfaces 
of blocks to print from, a library of elemental forms were inked with rollers and printed by hand in just the 
from which he created his works. The print that same way as a conventional block.7! 
appears here uses overprinting and carefully modulated The print In a Moment of Panic makes use of a 
color along with repetition of shapes to create a variety of techniques to vary the effect of the color 
dynamic and playful compositional rhythm. printed. For instance, in some areas the cardboard was 

only partially peeled off, so that it stood in lower relief 
than other areas. These lower areas do not print as crisply 

33 as those left in full relief. Thus they create the less clearly 
Edmond Casarella defined areas of the print. The artist also mixed his inks in 

(American, born 1920) order to give some a shiny surface and others a matte fin- 
ish providing a depth to overprinted colors. By careful 
inking and control of the pressure he used in printing, he 

: 2 fy ! 5 was able to distinguish between the heavily printed areas, 
>, | it 5 ‘ | for instance, the black lattice that provides the structure 

ai e Ta for the work, and less heavily printed areas. Casarella 
= < - 2 : combined all of these technical qualities in a composition 

H Sot a) i) ia z that has a shattered quality of frenetic activity. 
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In a Moment of Panic, 1954 

Paper relief cut, 30 x 22 3/8 inches 
Elvehjem Museum of Art 

Humanistic Foundation Fund purchase, 60.3.14 
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Leonard Baskin a 

(American, born 1922) eS — i 
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Frightened Boy and His Dag, 1955 MP RT eo 

Color woodcut, 13 x 15 1/2 inches i fd bliss 

Madison Art Center Wir, 

Bequest of Rudolph and Louise Langer, 68.1.1039 hii BN. 
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Leonard Baskin was born in New Brunswick, New Jer- ~ oer 

sey; his education between the ages of seventeen and 25 

twenty-seven, interrupted by service in the navy during Icarus, ca. 1966 

the war, included work at New York University, Yale Color woodcut, 32 x 21 3/4 inches 

University, and the New School for Social Research. He The Minneapolis Institute of Arts 

also attended the Paris Académie de la Grande Chau- The Ethel Morrison Van Derlip Fund, P.13.980 
miére and the Florence Accademia di Belle Arte. In 
1952 he taught printmaking at Worcester Art Museum, 

and the following year he started teaching at Smith sion between the three figures with their differences in 

College, a position he held for twenty years. scale, and their strangely opposing expressions, along 

Baskin’s prints, like his sculptures, are less explo- with the implied narrative (why is the boy frightened? 

rations of innovative technique than communication of who or what is the bird form attacking?) are all rein- 

his carefully wrought, often disturbing aesthetic. forced by Baskin’s taut, linear description of form to 

Baskin’s deep interest in the human figure, informed by create an ominous image. 

his skill as a sculptor, springs from his belief that the In his own work and when he writes of his work, 

human body is enveloped by pathos but still a glory.” Baskin refers consistently to history. Sometimes his 

For his powerful figures the artist has not often used images of the past take up artists, for example his many 

color in his prints, generally preferring to exploit the portraits of Thomas Eakins, sometimes figures from the 

possibilities of the graphic image printed in black. Pentateuch, like Moses, or sometimes classical mythol- 

When he has used color, it has been sparingly; he ogy, as in the case of Icarus. He sets his works within a 

appears to have been uninterested in the effusive explo- long tradition to provide context and fortify meaning. 

rations of color printmaking that were going on at the In Icarus the reference to classical mythology 

same time. allows him to refer to human beings’ foolish aspira- 

In Frightened Boy and His Dag, Baskin uses a sin- tions, personified by Icarus — who plummeted into the 

gle block inked with different colors to place the bird sea when he flew too near the sun and melted his wings 

form at a different remove from the viewer from the — though Baskin’s Icarus looks too weighted down by 

other two. The print also combines three motifs that his own body to get aloft. The subject also allows him 

Baskin experimented with again and again, the human to create one of the human/bird hybrids which he 

figure, the dog, and the bird. The compositional ten- experiments with in many prints. 
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Baskin’s choice of medium is conservative, using Hodgell’s print Burning Bush may reflect some of 
the chiaroscuro woodcut, a technique that goes back the same interest Curry felt in the single, symbolic fig- 
more than four hundred years and has a long list of dis- ure, as in Curry’s John Brown. Hodgell has combined 

tinguished practitioners. In a chiaroscuro woodcut the physical description of Moses’ purely human reaction, 
artist uses intermediate shades of inks to achieve the his stance and partially raised hand, with a simplification 

affect of modeling. In Icarus, Baskin uses a green block of outline and form. The mundane world of Moses, his 

behind the black line block. The green block creates the flock, and the bush are printed in a warm brown-black 
middle tone, so that those places where the paper shows that seems to sink away from the colors used in printing 
through appear as highlights. the flame, appearing to place them on different planes 

within the composition, an apt parallel to the miracu- 
lous bush in the desert. 

36 
Robert Hodgell 
(American, born 1922) 37 

Robert Conover 
(American, born 1920) 

f Ken A NCAA 
eh (hy Ve, il 

S-RIGY | oe 
AN ie ra) 
TN 
aS Ke 4 

Sx A 
\ ‘GB 

W/ 
mw sz rd” 
mw Xd, bf | 

, ‘S A 
. ld SN f ly 

BEA Nts Poe i) G 
s ye) ‘ = 

ool wrt Dat A N 
ited AS \\= 
a ee | Ay = G 
ee Si \ ay } cP a \ at WN HY 

OK 4 Y a =F 
Mth ’ Rac. SW N ie \, ee fi 

} Se \ | 
KA! N \ N i! ae DN De Be \ SS aN | 

, el eee KN PRS 
x tag 

ita peer ihe? | 

; } 

Burning Bush, 1955; second version, 1992 P 

Color woodcut, 23 1/2 x 14 inches . 

Courtesy of Robert Hodgell 

Born in Mankato, Kansas, Robert Hodgell studied from Pa 

1942 to 1946 at the University of Wisconsin-Madison, 
where he received his B.A. and M.A. At the university he Tree, 1959 

: ‘ : > 
also worked closely with John Steuart Curry, then artist- Woodcut, 18 1/2 x 12 1/4 inches 

in-residence in the college of agriculture, and studied Elvehjem Museum of Art 
printmaking with Alfred Sessler in the art department. Mark H. and Katherine E. Ingraham Fund purchase, 
He also studied printmaking at the University of lowa 1989.47 

with Mauricio Lasansky and with Lee Chesney at the 
University of Illinois. The turning point in his printmak- Robert Conover was born in Trenton, New Jersey, and 

ing came when he saw an exhibition of pants by Antonio studied art at the School of the Philadelphia Museum of 
Frasconi at the Des Moines Art Center “and realized for Art, The Art Students League, and at the School of The 
the first time the power of /arge block prints.”7? 
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Brooklyn Museum. He has taught painting and graphics Ansei Uchima was born in and attended school in 

at the New School for Social Research since 1951, and Stockton, California, but when he was nineteen, trav- 

has also taught at the School of The Brooklyn Museum eled to Tokyo to study architecture at Waseda Univer- 
and at the Newark School of Fine and Industrial Arts. sity. However, when the outbreak of war cut him off 

He began painting seriously in 1945 and his use from his family and country, he studied painting with 

of large, solid areas of pigment in his painting is well Japanese masters. He started making prints in 1957, 

served by the woodcut technique. In Tyee the power- finding a ready market for his technically traditional, 
fully graphic black establishes the structure of the print. but abstract works. In 1959 he moved to New York and 
The taperings of the black establish a rhythm which is a year later was included in an exhibition of modern 
accentuated by wedges of deep purple which also con- Japanese prints organized by Oliver Statler, whom 
tribute to the dynamism of the image. Uchima had assisted in an earlier exhibition when they 

were in Japan. In 1962 he began teaching at Sarah 

38 Lawrence College, where he continually taught until 

Ansei Uchima 1988.74 He has also taught at the Art Institute of 

(American, born 1921) Chicago, University of Southern California, Beloit Col- 
lege in Wisconsin, and the Pratt Graphic Arts Center.’ 

In Flight Uchima uses many of the techniques 
that American printmakers struggled to reinvent after 
Japanese prints inspired American artists at the turn of 
the century, though Uchima included western materials 
and his own ideas as well. For instance, he uses Japanese 

Nee tools for cutting and printing his blocks, but he sug- 
\ gests printing with commercial gouache or watercolor 

pigments given extra body with library paste.”° In this 

) print the delicate colors combine to achieve the effect of 
} | q colors floating in an etherial substance. 

a / 39 
eh Carol Summers 

Beas, (American, born 1925) 

“SR is 

Monsoon, 1982 
Color woodcut, 37 1/4 x 37 1/4 inches 

Flight, 1968 Elvehjem Museum of Art 

Color woodcut, 19 3/4 x 5 3/4 inches Gift of Neva Krohn, 1983.79 

Madison Art Center 
Purchase, 69.0.10 
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Carol Summers was born in Kingston, New York, to 40 

parents who were both artists. He was exposed to Rudy Pozzatti 
intaglio printmaking when he was in his teens. After (American, born 1925) 

military service, Summers attended Bard College in 
1948 where he studied with Louis Schanker. He also jd a eee ay 
studied at the Art Students League in Woodstock, New Be en rie AERTS 
York, Alfred University, and the School of The Brook- =f Mee Seon fr SSS Wis 
lyn Museum School.”” He taught at the School of The Sea an NG ees ma ee ae 
Brooklyn Museum, the Pratt Graphic Arts Center, at Re, de fF ae hd. Jaye mt 3 
Hunter College in New York, and at Pennsylvania State SSS ate i, | ae ex a Av NL 
University. : a | ¢\ hee At ri aa iy mea ty amie: 

In the fifties Summers developed a unique pretenses oH NSI Eo a it aya 7 Revie) Sip 
method of working with the color woodblock. He calls oe A eM. i} r i rT | Se 

this style of printing “rubbing,” because of the many i Pos SAG, as st I| ban uli oN 
similarities with the popular process of transferring ale LS aA eh i een aa 

images and inscriptions onto paper from carved stone. nsw i | \ Upeey As NI p oy 
Summers begins by cutting his blocks, usually leaving A z Ws Mee hess ap! SF 
broad areas in relief. He applies paper to the uninked : 
block, then applies an oil-based ink to the paper using Venetian Sun, 1954 
lightly inked rollers. Where the block in back acts as a Color woodcut, 19 x 30 inches 
support, ink is picked up by the paper. Summers then The Cleveland Museum of Art 
sprays the surface of the paper with mineral spirits, Gift of the Print Club of Cleveland, 55.525 
which thins the ink into a dye that permeates the paper, ; 
creating the soft edges of forms typical of his work. Rudy Pozzatti wae born in Telluride, Colorado. His 
Because the paper is in view the entire time that the family tradition of cabinetmaking and wood carving and 
artist is printing, the amount of ink applied can be care- his inherent interest in drawing, which was encouraged 
fally controlled. by his mother, led Pozzatti to major in art at the Uni- 

This technique allows the artist to achieve remark- versity of Colorado at Boulder in 1942. His college 
able depth of color, exemplified in the print Monsoon. career was interrupted by service in the army, but he 
Here the artist has constructed a composition from styl- returned in 1946 to continue his education. By that 
ized motifs of earth and sky, with deep blue stylized time Wendell Black had joined the faculty my Boulder to 
raindrops in suspension over an earth parted by a red establish a printmaking workshop, which provided Poz- 
triangular form at the center which seems to represent zatti with experience in printmaking. The university’s 
the heat of the season. The effect of spraying the print art department also sponsored a summer school which 
with mineral spirits is especially apparent where the annually brought in artists the calibre of Max Beckmann 

color feathers out from the edge of each of the rain- and Ben Shahn, and Pozzatti studied with both of 
drops, and in the delicate puff of red that rises from the them. Pozzatti received his M.F.A. in 1950, and that _ 
top point of the red triangle. Of course, these effects fall was appointed instructor of art at the University of 
differ from print to print, depending upon the exact Nebraska-Lincoln. In 1953 Pozzatti received a Ful- 
amount of mineral spirits and ink applied, as well as the bright grant to study in Italy, and this trip provided the 
precise absorbency of the paper. However, Summers most direct impetus for the print Venetian Sun.® 
revels in this variety among his prints: “I welcome what- Pozzatti had made prints of Italian architectural 
ever individuality is born of the process if it pleases me, subjects before traveling to Italy, but this work is his 
or discard it if it does not.””? most ambitious on the theme. It belongs to a group of 

prints completed after his return. Not comprised of 
observed, realistic details joined together to form a rec- 
ognizable scene, these prints are abstractions drawn 
from the artist’s experience in Italy. Printed from seven 

blocks inked in eight colors, the specific building 
depicted is uncertain.®! But Pozzatti’s abstracted city 
seems on the verge of melting beneath the elaborate 

sun and sky looming over it. 
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41 Mervin Jules was born in Baltimore, Maryland, and 
Mervin Jules studied at the Baltimore City College, the Maryland 

(American, born 1912) Institute of Fine and Applied Arts, and the Art Students 
League in New York. He taught at Smith College from 

eee 1945 until 1969, when he left to become chair of the 

pene ea nan ai art department at City College of New York, where he 

: il SS fr i ¢, also taught until 1980. 

on A i ae — Al = Jules’s use of the woodcut for his image of the 
7 i { 41) (eS $Y iY ; folksinger in 1957 has its roots in the populist move- 

~ w= J Foo | h r <a ) i ments of the twenties and thirties. Like the songs in the 
. x gh » Y A AY / 4 repertory of the folksingers of the 1950s, this print 

» ne AN veh “ft ' recalls the American traditions of art. At a time when 
th tee Ge, c A) Ce folksingers brought traditional music to new audiences, 

\ % Re ow, Ne | les ch he diti 1 medi f the woodc 4 , A ye, a Jules chose the traditional medium of the woodcut to 
A ZF ah hl Vie, PRE celebrate that tradition. Both the music and the art are 

4 iV . . a bit rough and inelegant (perhaps self-consciously so) 
A 2 ’ — in their earnest explorations of American culture. 

/ (| 4 if : : ~ Aieles 7 
i Hp —_— 42 

VA) [ Irving Amen 
: ii BN \ | a (American, born 1918) 
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| Dreamer amid Flowers, ca. 1958 
Color woodcut, 21 x 14 1/4 inches 

\ Elvehjem Museum of Art 
\ Gift of Richard E. Brock, 1991.593 

: Irving Amen was born in New York City and attended 
ee I 8 3/4 inches the Pratt Institute on a scholarship when he was four- 

Minion Are Genter . teen. There his training was primarily classical; he con- 

eee aan Gdaloh and Louise Lancer. 68.1.928 centrated on life-drawing for seven years. Amen served 
q P ae from 1942 to 1945 in the armed forces, heading a 

mural project for the Third Air Force, and after return- 
ing to this country, went to Mexico to do research. In 
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1947 he came back to New York and attended the Art 44 
Students League, where he worked intensively in paint- Danny Pierce 
ing and sculpture, then worked a short time with the (American, born 1920) 

wood engraver Fritz Eichenberg. In 1950 Amen stud- 

ied at the Académie de la Grand Chaumiére in Paris and Re feat Maa Le, 1 

worked and traveled in Europe, and in 1953, he worked Be es ela SS" WW 
in Italy.8? He taught at the Pratt Institute and at the iad) Sire a a el 
University of Notre Dame. = eee Wy 

Much of Amen’s early work reflects a deep con- : < yoy ao. 
cern with social problems, but later he also produced - ee 
rather lyrical prints, such as Dreamer amid Flowers. y ug ‘ 

Here Amen’s ability as a draftsman is clear in the careful WE SZ, 
modulation of the lines that describe the figure. The J i 
outlines of the flowers and the incongruous hues that pi ig 
color them make a lively border around the thoughtful gee. 

figure that gazes out from the print. 

43 
J. Frederick O’Hara 

(Amerie, boat?) In the Fields, 1954 
P38 Woodcut, 14 x 18 inches 

. Bs Bef * Madison Art Center 
aS Bequest of Rudolph and Louise Langer, 68.1.964 

aad 

Paces Danny Pierce was born in Woodlake, California, and 
bs studied at the Schouinard Institute of Art in Los Ange- 
ae les, the American Art School in New York, the School 
a of The Brooklyn Museum, and at the University of 

59 oe Alaska, where he later held a position as artist- in-resi- 
Ss * pee gt Ps dence from 1959 to 1963. 

ee et ak ve Te His print In the Fields uses the potentially nostal- 
ae 7 a gic image of drayhorses, tethered between tasks, still 

“2 on) Ae wearing their collars and blinders. However, rather than 
: playing up the sentimental potential of the scene, Pierce 

Riders, 1954 uses it to reflect the hard lives of these beasts of burden, 
11-color woodcut, 13 7/8 x 22 inches shown in their gaunt haunches and sagging backs. 

Madison Art Center 
Bequest of Rudolph and Louise Langer, 68.1.961 

Frederick O’Hara was born in Ottawa, Ontario in 

Canada and received his diploma from the Massachu- 
setts School of Fine Arts in 1926. For three years he 
attended the School of the Museum of Fine Arts in 
Boston, continuing studies at the Instituto de las Bellas 
Artes in Toledo, Spain, as a Paige Traveling Scholar for 
two years. 

O’Hara’s Riders experiments with the textures that 
can be coaxed from a relief block to evoke a rough sur- 
face behind his figures, which, along with their styliza- 
tion gives them the sense of being petroglyphs or 
paintings on hide. However, this harking back to earlier 
art forms is balanced by the style of the abstraction; the 

figure on horseback on the right seems influenced by the 
biomorphic abstractions of Miré. The combination of 
influences may reflect the belief that the basic impulses 
that inform all art spring from the same source. 

17



45, 46 aa eo 
Alfred Sessler iy 
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WARES \. Va y laa ; , Thorny Crown, 1958 
Ey J 4 Color woodcut, 21 1/8 x 15 1/2 inches 

sey NY \y \ : ; A 
A, a CEG ' vA \ r 1 Elvehjem Museum of Art 

PAV ANG DANE Bad Gift of Mrs. Alfred Sessler and Children, 65.12.5 

\s RNS . 
‘es 1 ‘; " . é * 
ARNE N' pay , ee these prints were made, he was confident enough with 

4)\ \HRRNE AYN \ A TaN ~ that medium to undertake the vigorous cutting and 
W\\ eae! i ae ea)! i 4 . oe 5 ee 

< Sa N a Oe color choices that inform these works. In his early work 
aS a ° Sessler often used a caricature as a means of addressing 

nie ba AW . * : : . : 
social themes. The Red Wig retains this satire, which 

45 portrays a somewhat seedy-looking character with an 

The Red Wig, 1957 indeterminate expression wearing an elaborate wig. 
Color woodcut, 15 1/2 x 8 5/8 inches Sessler did several figures whose haggard features are 

Courtesy of Karen Sessler Stein and Gregory R. Sessler framed by a hat, veil, or, in this case, wig. 1 he figures 
fantastic headgear lends an element of whimsy and 

< : : : ; sraphic elaboration to what might otherwise be a 
Alfred Sessler was born in Milwaukee, Wisconsin, where a a ae : e og Boe oe : x 
he studied at the Layton School of Art and graduated restatement of the figural work of the social realists of 

; mi ar aes he thirties. 
from the Milwaukee State Teachers College in 1944. HE vy aa MR eee ent ae aay 

He went on to receive his Master of Arts from the Uni- eae ae ae oe fe ere aad i: ce 2 ah a ; ick 
versity of Wisconsin in Madison in 1945 and joined the pease eee the years, as he undertook works ae 
eeire or ihe university the same year. Fle was were technically more and more challenging. Thorny 

appointed full professor in 1956 and held that position Cony Hane of the Bo of the HINES whose size and 
Merl hie dentin 19638 use of color is more like that of easel painting rather 

Sessler's peencennd interest in printreaking, was than of the traditional small print. It was during this 

pivotal in the establishment of what would become a period, too, that Sessler independently developed the 

very active prineaaking program at the University of reductive woodcut technique** which had been worked 

Wisconsin in Madison. Sessler began experimenting Out oy Charles ee Ho Repent tae iously i oe no 

with color woodcuts in the 1940s. By the fifties, when would be reinvented again by Pablo Picasso in 1958." . By S, 
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In Thorny Crown Sessler takes up the topic of the “The Cow on the Roof,” a Milhaud composition which 
crucifixion which is also the subject of several later Chafetz particularly likes.?! 
works. Sessler’s use of abstract, vegetablelike forms 

stands symbolically for the natural forces of growth, 

destruction, and regeneration which are part of the 48, 49 
human world as well.8” Raymond Gloeckler 

(American, born 1928) 

\ 2. ROE. TEGO ae = | 
Sidney Chafetz ese eae AR ee 
(American, born 1922) —— cc ~ x 

Stes ff 2 NR ra Sanat 
4 Lye i er " == 48 
=A Th fl Tait aw = Eeny Meeny Miney Moe, 1968 
Fy Ge f ii4 ot soe a A) = Color woodcut, 14 1/2 x 36 inches 

& (g Wig i : as Ose ai ) — Courtesy of Raymond L. Gloeckler 
= Se ee ee 

: nN Si i ST Than = =~ df MN WI a) ee FA Fire ( } 

Mio, Milhaud, 1955 (cr SZ  ; ? 

Color woodcut, 20 x 30 inches AX a p J ik fia 
Courtesy of Dr. Ralph H. Rosenblum —~ VA 4 - ame 

SS ed a 
, ‘ . ~L nf. a r 

Born in Providence, Rhode Island, Sidney Chafetz grad- KN - 
uated from the Rhode Island School of Design,** where LI 
he was first introduced to the process of the woodcut 49 

print by Adja Yunkers.®? In 1947 and 1948 he studied at Hopnhig Hee lose 
the Ecole Américaine des Beaux Artes, Fontainebleau, at Ghisroscure woodcut, 7 5/8 x 18 inches 
the Académie Julian in Paris, and with Fernand Léger. Courtesy of Raymon d 1 Gloeckler 

On his return he began teaching at The Ohio State Uni- ‘ ‘ 

. pal . . Raymond Gloeckler was born in Portage, Wisconsin, 
versity, where he is still professor emeritus. In 1950 and and he received a Bachelor of Arts (1950) and a Master 

1951 he was awarded a Fulbright Fellowship to study of Arts (1952) from the University of Wisconsin in 

again in Paris; he apprenticed with Stanley William Madison. He has taught at the University of Wisconsin 
Hayter at Atelier 17.°° He has also taught at the Univer- se Ochk Gah Eley Michigan Community College, Bast 
sity of Arizona, the University of Wisconsin in Madison, ae Michipan University, and currently teaches at the 
the University of Denver, and served as a Fulbright lec- University of Wisconap Madcon 92 

turer at the University of Belgrade in Yugoslavia. Eeny Meeny Miney Moe is a aatircall woodcut iniihe 

Chafetz’s work has included two distinct airains tradition of political broadsides that go back to the six- 
over the years, satire and portraiture. He traces his inter- teenth century. Then, as in Gloeckler’s print, the artist 
est in satire back to a childhood interest in making car- placed the objects of the satire (most often eepandrele 
toons. Along with politics, the most frequent object for in official positions) in imaginative Gradmsunces that 

his graphic reproofs is the modern university. Sometimes were to reveal something about the malefactor. These 
the targets of his humor are state universities specifically, would often be explicated by a text. Gloeckler’s satire 

but any institution driven by sport and entertainment takes its cue from the U.S. presidential race of 1968 
rather than education is object for his scorn. His portrai- when George Wallace and Richard Nixon were both 
ture begins in the 1950s with literary figures such as challenging the incumbent Hubert Humphrey-Lyndon 

Edith Sitwell and political figures such as David Ben- Johnson ticket. Here all are united on a single band- 
Gurion and Joseph Stalin. The highly charged personali- wagon (in this ce a bicycle) skimming over the water - 
ties behind these images, and Chafetz’s own reaction to to bomb Vietnam. andavelvement none On heed 

them are combined often with a punning text. In Mio, dates was against. ke implied by the title, the choice 

Milhaud, the word-play starts with the title; both words among them became a process 6k eee climmanon. 
are pronounced “mé-6.” The portrait is of Darius Mil- 
haud, and the text to the left is a play on the French title 
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for those concerned with the America’s involvement Master of Arts in 1952. His teaching career includes 
with the war. positions at Sacramento City College as chair of the art 

For Hornblower Gloeckler has used brown and department and at the San Francisco Art Institute as 
black inks to create a chiaroscuro woodcut, a tradition- guest instructor. He was professor of art at the Univer- 
ally monochromatic style. Chiaroscuro had traditionally sity of California at Davis from 1960 until retirement in 
been used to produce rather elegant prints of religious 1989, and served as visiting art critic at Cornell Univer- 
and mythic scenery during the sixteenth through the sity and as artist-in-residence at Yale University and Rice 
eighteenth centuries by European artists; the style University.?* 

reached its epitome in the minuscule delicacy of print- In many of his paintings of the sixties and seven- 
makers like Nason and Ruzicka. Gloeckler, however, ties, Thiebaud takes almost geometric forms as his com- 
exploits the grain of the blocks (one even contains a positional elements, elaborating them into sweets with 

knot) in combination with a broad style of cutting which thick, painterly brush strokes. In Boston Cremes, too, 

leaves the gouge-marks in evidence. By combining this the almost palpable thickness of the ink on the paper, 
less precious approach with the carefully balanced tones along with the still-visible gestures used to cut the 
of the chiaroscuro, the artist capitalizes on the contrast linoleum blocks, conveys the shapes of the pieces of pie 
between the two traditions, in much the same way that at the same time as it proclaims the medium the artist is 
he creates the humorous contrast between the hefty working in, so that the entire composition teeters 
character and his piping on the reedlike horn. between being an almost-too-appealing representation 

The image of Hornblower probably springs from and becoming a wholly abstract pattern of colors. 

the fact that it was commissioned by the Wisconsin 

Foundation for the Arts as their first print to honor 

those who made significant contributions to the arts in 51 
Wisconsin. A presentation print is part ofa long tradi- Jack Beal 

tion of prints made to celebrate special occasions; Horn- (American, born 1931) 
blower takes the opportunity to treat what could be a 
rather solemn subject with humor. a 7g 
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Wayne Thiebaud , : 
(American, born 1920) ; NWN 
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Boston Cremes, 1970 : Trillium, 1977 

Color linoleum cut, 13 1/2 x 20 3/8 inches Color linoleum cut, 8 1/2 x 8 1/4 inches 
Elvehjem Museum of Art ; Madison Art Center 
Thomas E. Brittingham Fund, Max W. Zabel Fund, - Purchase through National Endowment for the Arts 

Professor Joseph Rucker Memorial Fund, Edna G. grant with matching funds from Madison Art 
Dyar Fund, and Earl and Eugenia Quirk Genterimem bere) 77.0:51 

Foundation Fund purchase, 1972.4 aed 

A . . Jack Beal was born in Richmond, Virginia, and studied 

Wayne Thiebaud was born in Mesa, Arizona, and at the Norfolk Division of the College of William and 
worked esa sien pa CeTOOnIst, illustrator, and art Mary, then at the Art Institute of Chicago and the 
director before attending Sacramento State College University of Chicago 
where he received his Bachelor of Arts in 1951 and i 
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Like many of the people who made prints in the that it is a self-portrait is perhaps a reflection of the 
seventies and eighties, Jack Beal came to the medium artist’s long dedication to the relief process. For the 
with a formal vocabulary already established. His work most part the print is fairly illustionistic, with its careful 
has shown his commitment to realist painting and the description of fabric and tile and even a frame. The deli- 
love of color since the early sixties. The woodcut cately inked facial features give a feeling of accurate por- 
medium may seem an odd choice for a self-avowed real- traiture. However, she combines this with almost 
ist, since it is traditionally less amenable to the precision expressionist cutting and inking in the inset image in the 

of detail that is sometimes associated with realism, and upper right of the work, which looms behind her head 
indeed Beal has used other print media. However, in much the same way as renaissance artists used insets in 
Beal’s success with the medium reflects his own portraits to express the character or interests of the sit- 
approach to realist painting. His aim is not “visual ters. The roughness of this area, especially in contrast 
verisimilitude, which can be captured magnificently by a with the high finish of the rest of the work raises the 
photograph.”°* Consequently, just as his paintings use possibility that the artist has depicted a print within a 

the texture of the paint as an integral part of their com- print, carefully describing a roughly cut work, adding a 

position, in Trillium, the quality of the wooden blocks layer of reference to this work about herself. 
which carry the ink is integrated into the image. 

53 
52 Ed Baynard 
Sylvia Solochek Walters (American, born 1940) 
(American, born 1938) 
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LB : h. .~ . --\ lll alee S| The Blue Tulips, 1980 

B3| 1) ey Oe” Za zm Fe Color woodcut, 30 x 42 inches 

EI i onl so ae SS Walker Art Center, Minneapolis 
S| 7G ee) Tyler Graphics Archive, 1983, 83.70 
2 s + pe NEN | HT. = B iS 

IP AW z | EUAN Born in Washington, D.C., Ed Baynard attended the 
Bisa — Corcoran School of Art, but was dissatisfied with the 
Summer Self-Portrait, 1977 emphasis then put on abstract expressionism, and left 
Reductive color woodcut on Japanese rice paper, both art school and America for Europe in 1960. On 

26 1/4 x 24 inches his return in 1970 he began to appear in exhibitions in 
Courtesy of Sylvia Solochek Walters this country and to develop a minimalist style, depicting 

arrangements of vases in a hard style. His images 
Sylvia Solochek Walters was born in Milwaukee, Wiscon- became more inviting with the introduction of flowers 
sin. She received her Master of Fine Arts in 1962 from into the vases and a more painterly texture.% 

the University of Wisconsin in Madison, where she The Blue Tulips is from a series of woodcuts which 
worked with Alfred Sessler. She joined the faculty at the uses the texture of the printing blocks to emphasize 
University of Missouri in St. Louis in 1969, eventually Baynard’s flat picture plane. The combination of colors 
becoming head of the department and director of the art achieves a deceptively simple richness through the over- 
gallery. She then accepted the chair of the department of printing of many layers of color which also serves to 
art at San Francisco State University in 1984.95 Walter’s knit the image into a harmonious whole. 
choice of the color woodcut for the demanding genre of 
portrait image is justified by her skill in printing, and 
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54 55 
Rafael Ferrer Alan Shields 
(American, born 1933) (American, born 1944) 
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Amanecer Sobre el Cabo (Dawn over the Cape), 1988 ot > ~ E! A — Gg =.) 
Color woodcut, 10 3/4 x 16 1/4 inches 4 A et a i “a @ A] ‘Cars 
Elvehjem Museum of Art = p ee S pac 4 — y eG 
Transfer from Tandem Press, 1989.2 f i Nt a ON ig oy Dy 
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Rafael Ferrer was born in Santurce, Puerto Rico, and 7 ; *% Ae < i¢ <A fu | Ba 

attended a military academy in Virginia. While at Syra- ae = ge aM 

cuse University he started to paint, then entered the a 
University of Puerto Rico in 1952. From 1954 until Two Four Too, 1978 
1959 Ferrer lived in New York City, working as a Color woodcut and embossing with stitching, 20 x 
drummer, painting, and going to galleries. He returned 20 1/2 inches 
to Puerto Rico where he began to exhibit his paintings; Madison Art Center 

in 1967 he began a ten-year teaching stint at the Gift of Don and Nancy Eiler, 1986.125 
Philadelphia College of Art. Ferrer has been a peri- 
patetic artist, traveling in South America and Europe as Alan Shields was born in Lost Springs, Kansas, and 
well as the United States. In 1987 the artist purchased a attended Kansas State University in Manhattan from 
house in Santo Domingo, Dominican Republic; he 1963 to 1966, initially as an engineering student. He 

divides his time between there and Philadelphia while left Kansas for New York City in 1967 to become 
continuing to paint, teach, and travel. involved with the art scene. His work of that time con- 

Ferrer’s subject matter has often been drawn from tains elements from which he still draws. Although his 
the tropical climes where he has spent so much of his continued interest in geometric abstraction ran parallel 
life. Approached from the perspective of a perennial to that of such other artists as Sol Lewitt, Shields also 
traveler, the scenes are less often idealistic idylls of an explored vibrant colors and the textural possibilities of 
innocent life and more often portrayals of hybrid cul- surface. The result in his paintings has been to free him 
tures, rendered in a subjective style. Amanecer Sobre el from the traditional constraints of the canvas, using 
Cabo takes this approach to revise the cliché of dawn stitched fabric and paper three-dimensional forms 
along the coast. Ferrer uses woodblock techniques loosely layered, but with an underlying grid to order 

which have intrigued American artists since the begin- the composition.?” 
ning of the century, like the blending that creates mod- In Two Four Too, the grid remains an underpin- 

ulations of color in the sky. In addition Ferrer confronts ning for the work, but the manipulation of the paper 

the subject matter of the Japanese woodblock print; like has the effect of softening what might otherwise seem 
those popular prints, Ferrer chooses as his subject mat- rigidly rectilinear. Bill Weege printed Two Four Too at 

ter popular views that have been frequently depicted. the Jones Road Print Shop and Stable in Barneveld, 
Wisconsin. 
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56, 57 Born in New York City, Helen Frankenthaler’s interest 

Helen Frankenthaler in art started in high school when she studied with 
(American, born 1928) Rufino Tamayo.°8 At Bennington College she studied 

with Paul Feeley. But perhaps the most formative 
i influence on her development as an artist came when 
| she met the art critic Clement Greenberg, who first 
j suggested that she study with Hans Hofmann in 
1 y Provincetown, and subsequently introduced her to the 
j group of abstract expressionist painters whom he 
i Zi championed.®? Frankenthaler earned recognition as a 
Ey ie painter with other artists of the second generation of 
: a New York abstract expressionists whom Tatyana Gros- 

: Et vA a H man coaxed to create prints at the workshop she had 
= : =e set up in 1957, Universal Limited Art Editions or 
= page 1 ULAE. ULAE started out as a lithography studio in 

cee 3 | Grosman’s garage in West Islip, New York.!°° In the 
Feel : 2 beginning artists generally worked on lithographs, 
ese = : because the medium was felt to be especially congenial 

Ps ; =I aeEN : = | to painters who could work on the stone with a brush, 
3 as ‘ pen, or crayon, as it suited them. However, as ULAE 

P ee : became more successful, the range of print media was 
pS eea 2 z expanded.!°!__—_ Frankenthaler was first persuaded to 
a : try lithography, then etching at ULAE, and eventually 
ia " she became interested in working in other print media. 

: Although she had not made a relief print since her col- 
f lege days, after some initial experimentation she pro- 

duced the print East and Beyond in 1973. The next 
year she created Savage Breeze at the same workshop. 

56 For both prints the wood blocks were cut from 
Savage Breeze, 1974 mahogany plywood, which has fine grain to give the 
Color woodcut, 29 1/2 x 25 inches printed colors an even texture. The plywood was cut 
Elvehjem Museum of Art with a jigsaw to create the outlines of the colors and 
Juli Plant Grainger Endowment Fund, Harry and then reassembled for printing. Savage Breeze was 

Margaret P. Glicksman Endowment Fund, James printed at Universal Limited Art Editions by Bill 
Watrous Fund, Alvin Lane Fund, and Cyril W. Goldston and Juda Rosenberg. Frankenthaler’s assay- 
Nave Endowment Fund purchase, 1992.39 ing of the medium was extraordinarily successful; Sav- 

age Breeze, with its complimentary colors linked by an 
_ a almost imperceptible overprinting of white is a mile- 

SE Se Se a ae: stone of modern printmaking. 
s | en cae ee PONE sf aa Cedar Hill was also printed at a workshop and 
eM EN. a  haltig published by Crown Point Press. The blocks were cut 

AO on } and printed in Kyoto, Japan, at the Shi-un-do print 
( ; . oF ae shop by Tadashi Toda. For this print ten colors were 

§ j eo used on thirteen blocks. By having the same color on 
‘ WR ‘ more than one block, the print takes on the delicate 

i eh cepa ‘ ik r shading of color so important to the work.!°? 
1 aa nt: AY 

Fai ae ae a a , sense 

Wis RR a SED aM we 
a 4 y ean : A ee ; 

57 
Cedar Hill, 1983 
Woodcut from 13 blocks, 20 1/8 x 24 7/8 inches 

The Minneapolis Institute of Arts 
Gift of First Banks of St. Paul, P.84.1 
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58 59 
Karen Kunc Roy Lichtenstein 
(American, born 1952) (American, born 1923) 

i v/ 

Pe \ l/ 

i 5} 
Ly 

i LGA Me oe 

In Spiral Drama, 1990 
Color woodcut, 23 3/4 x 52 1/2 inches 

Elvehjem Museum of Art 

Earl O. Vits Endowment Fund purchase, 1990.25 

Karen Kunc, born in Omaha, Nebraska, received her 
Bachelor of Fine Arts from the University of Nebraska- 
Lincoln and her Master of Fine arts from The Ohio 
State University in 1977. In 1983 she joined the faculty 

at the University of Nebraska-Lincoln, where she is cur- 
rently an associate professor. She has served as guest 
artist at numerous colleges and universities across the 
country. 

A dedicated woodblock printer, Kunc uses multiple 
blocks for her works. Each of these blocks may be cut 
with its portion of the design, then inked in several colors 
and printed onto paper. Then it may be cut again, 
reinked in different colors and reprinted on the same 

sheet of paper. Because the artist commonly uses some- , : 
what aaa hues, each layer of ink adds to the depth Ese and Pitcher, 1981 : 
and vibrancy of her prints. In Spiral Drama uses this Sites oe ee 

i chiev i SAO Inte: Ne alke: enter, I oa s technique to achieve a shimmering interplay of colors. Gift of Dr. Maclyn E. Wade, 1985 

Roy Lichtenstein was born in New York City, and his 

first formal art instruction was at the Art Students 
League during the summer of 1940 when he studied 

with Reginald Marsh. From the School of Fine Arts at 
The Ohio State University in Columbus Lichtenstein 
earned a Bachelor of Fine Arts in 1946 and a Master of 
Fine Arts in 1949. He taught art at the State University 
of New York at Oswego and at Douglass College at 

Rutgers University.!°% 
Lichtenstein experimented with woodcut, as well 

as intaglio media while he was at Ohio State in 1951, 
but is much better known for the works after 1963 
when he began the distinctive style he had distilled from 
comic strips.!°* Lichtenstein’s style of representation 
draws from the conventions of the comic strip for his 
characteristic line and use of regularly spaced, circular 
dots for the creation of tone. Lichtenstein’s highly styl- 
ized images, like his almost exclusive use of primary col- 
ors, simplifies and abstracts the images he selects for his 
works; this reflects the artist’s interest in what he has 
called “vulgarization.”!°° 
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60 face constitute a distinctly different direction in abstract 

Richard Diebenkorn painting from that of the abstract expressionists. 
(American, born 1922) In the print B/we, Diebenkorn uses the same 

; vocabulary of delicately modulated fields of color sepa- 

\ es rated by a ragged lines. Blue was produced by the same 
\ feed pe methods as the woodblock prints of eighteenth and 

py nineteenth century Japan; the artist sent his original to 
. the artisan, in this case Tadashi Toda, who produced 

the print under the auspices of a publisher, Crown 
{ ' Point Press. The techniques for creating the print, the 

if careful cutting and inking, even many of the tools are a 

, ‘ traditional part of the craft. One main difference is that 

| \ the artist oversees the final proofing of the print; 
/ | . ; another is the strict limiting of editions that prevails in 

J ; | modern print publishing. 

a) 
Sam Richardson 
(American, born 1934) 

gore 

| 

| 
| 

| be 
} 

4 

j Through the Greened Into, 1988 
Relief print with chine colle, collage, and hand-drawn 

additions, 14 3/8 x 19 7/8 inches 

pat sued t, 40 1/8 x 25 incl Elvehjem Museum of Art 
Jolor woodcut, X 20 Inches far fF P a ac 9 Walker An. Center, Minneapals Transfer from Tandem Press, 1989.1 

Gift of Mr. and Mrs. Philip Von Blon, 1986, 86.87 Sam Richardson was born in Oakland, California, and 
, A : studied at the California College of Arts and Crafts, 

Born in Portland, Oregon, Richard Diebenkorn moved where he received his) Bachelor oH Atteinl O56 ane Ht 

with his family to San Francisco when he was two. He Master of Fine Arts in 1960. He taught art at Oakland 

interrupted his study at Stanford University by enlisting City College from 1961 to 1963 and from 1963 to the 
in the marines in 1943. After the war he studied at the present at San Jose State University. 

California School of Fine Arts in San Francisco and Richardson is best known for lis work with sculp- 

taught there in 1947. He received a Bachelor of Arts tural forms, including his landscape constructs. Richard- 
from Stanford University in 1949, anda Master of Fine son’s imagery for these projects was drawn from “our 

Arts from the University of New Mexico in 1952. Sub- universal relationship with the land.”!°7 For his series of 
sequently he taught Ae University of Illinois at prints including Through the Greened Into, the artist turns 
Urbana-Champaign.'°° ume to a relationship with more personal interior spaces. 

In 1967 Diebenkorn began a series of pivotal This print includes woodblock only as one ele- —* 
works, the Ocean Park series. These paintings, which ment among many media and reflects the less-purist 
define subtly hued areas of color with a structural net- anicrect Or fiona printmakers; with the availability of 
work of lines, comprise an important segment of the well-equipped print shops, artists are able to explore the 

artist’s oeuvre. Their explorations of richly colored sur- various combinations of print media. Here the addition 
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of painted pieces of paper makes each print in the edi- 63 
tion slightly different from the rest. Jim Dine 

(American, born 1935) 

62 = ; as 
: p Pt me 7 Pat Steir i; Tat SSA - 

(American, born 1940) ape i, i f 
Caw B a j i ’ 

a _ - = ae i ‘ ‘ 
bee bee epee fap bee | Ua ha 5 4 iy Af ] | 
OMG fe 4 gad Pees anes peN te ler OTL Noi Tat ea Hine bade, 
ined eeebeaee sah oh il og ae IN Me 27S eR ad Ara play ee 
ete lated, Fe Pe a) gee ee Ne atlas ioe ie 

1° Me RA ed ote Bess Be eh ty CNM ed see ae eee he ney POA OR CS er re Bay (Mere Wash re Ay Akad Wa ee Bae oN Midge 
Sea fe NA ae fe ny 2 ) 

et aE A Med NNO RR ey Ne. ake und " ae : 
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j ed | A fiver. = Ce pam MRL ate ett GPT acest ——— Puts Ce a aie 
(a [tert E Biel eee | | al 1 Soca eR r 2 EG r 
a? ee eee \ feo tee eee, fet : ey es Re fey 

Kyoto Chrysanthemum, 1982 SiS a es \ att i 
Color woodcut, 14 3/8 x 20 1/4 inches Nak Sa tere i 

2 > ea We ais Wie 
Elvehjem Museum of Art We ee \ es u 
Endowment Fund purchase, 1990.2 2a ‘ es er a 

aA iN, pe i di 
Pat Steir was born in Newark, New Jersey, and attended at, aoe 1 

Boston University and the Pratt Art Institute. Her work ae a | 
has frequently presented the viewer with allusions to the a ; 
components of art: line, shading, iconography. This is ie 
the case in Kyoto Chrysanthemum where the mark-mak- yal 

ing of the artist proceeds from simple forms on the left Nite viersay Winter E1985 
ide of the print to complex fo e right. Her . : 7 ; 
seco) gee ee oo pea ats Color woodcut with handwork, 52 1/2 x 37 inches 
choice of the chrysanthemum as her subject is in refer- Biveliem Museum of Art 
ence to the oriental use of the flower as a symbol for the . eahee Rernenenar sce Worateand 

scholar/painter.!%° oi : purchase 1985.92 : 
In the second half of the twentieth century, the e 

rejudice began to dissolve against prints made by an c ' ao : 3 . 
ca ea. Te =. Loe Tate carly Jim Dine was born in Cincinnati, Ohio, and studied at 

ae hi 5 fehedt ea — I io the University of Cincinnati and the School of the 

pigiieesien arg aoc ga Mc artists Wad might Museum of Fine Arts, Boston, before receiving a Bache- 
have never created a print could work with master a : ere Jeera es « ok 

rinters and take advantage of their technical expertise bee eo onig Uni crsity a7 nas 
Aon ada ee Pew eta Dress an -. i experience with printmaking dates from his university 

raion ca ce days, and after 1960 his frequent forays into printmak- 
Francisco, which specialized in printing etchings. As the Herrera niaoean eee 
notion of the collaborative print became more popular, 8 P Des ata envision Winter TeOmESR SHIA 

explored other media, and in this . Beane = : ‘ee 
or pec mice a sdf ; series printed in 1985, reusing a block with which in 

exploratory spirit ait : os ipmclas f ae 1983 he had produced Black Venus in Wood. The block 
ravel to Japan to work with a master of traditional ; pee 
ie che ae ve tinting, Tadashi Toda!” has been substantially altered, shortened in height and 

P The area Lee ae TGioee Chavsunihe: cut into three sections. For this print all three sections 
Pee See a oe - .. collaborative of the block have been inked in different colors: blue on 

jos fy pies f ee f the left and right segments, and black for the center 
aaa Heaeer oe oe ae co. ok section that carries the figure. Far from being a simple 

ed Po A ee. ae ana printing, Dine has used several other printing tech- 

; Den a : } niques here. For example, he started by printing his 
aesthetic qualities of the prints, to include a new interest panera colidi black Fe has alsclused Aeaalieaner roller 

in the workshop methods by which they were produced. . ‘ bee 
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to create the patterns to the right and left of the figure. tions wrought upon the facial features by the artist is 
A wallpaper roller, rather like a paint roller, has a raised comparable to the rearrangement of the landscape by 

design which repeats as the roller is passed along the natural disasters. The seated figure is pointedly oblivi- 
surface. In this impression, the roller has been handled ous to both of these upheavals, intent, perhaps, on 
so that its pattern is elongated. For the central figure, more personal troubles. 
Dine first hand-painted the area in a pinkish ink, then 
printed the figure of Venus on top twice, in slightly dif 

ferent colored inks and slightly out-of-register.!! 65 
, This complex process is printed with a certain Ann Conner 

freedom; the hand-painting varies from one print in the (American, born 1948) 
edition to another, as does the cloudy, black area at the a : 

base of the figure so that there is a certain amount of ipmae ae 
variation between one impression of this print and a = 
another. However, all of these prints are much more : 

similar to each other than to the other eight Views of a =e 

Winter, which, in turn, share elements that are absent a> ity = 
in his other prints that use the headless, armless Venus = 4 
as their subject. ae 

~S 

64 ~~ es 
Madison Ke Francis a— ~~) Ny ie q 
(American, born 1945) vam. sar | Py ate . 

ae (IE ton y i a 
bes fA A ee Silverado, 1986 

ee ate, USph Seer \ oo "i Color woodcut on Gutenberg laid paper, 27 x 41 1/2 
& Ee - ad ) inches 
YZ ona Va sot Le h Courtesy of Ann Conner 

NN as 
ae Vins } y 4 iy y Y Ann Conner was born in Wilmington, North Carolina, 

& A ny im +a. OS af and attended Salem College, where she received her 
, \ I (1 ep) ; 7 ng a nt Bachelor of Fine Arts. She also studied at the Salem- 
in WS NNO Z he ae, sis al eee Ke Hofstra program in Asolo, Italy, and the University of 

naa oe = ie y Wren 5 al Pee cee North Carolina in Chapel Hill, from which she received 

Ni A Kon i 7 be Les! Daas i agi a Master of Arts in Teaching and a Master of Fine Arts 
Ly» + AY pe A) 4 oo i: Sane in painting in 1972. That same year she took a position 

wn. < 4 can Hi aw teaching at the University of North Carolina in Wilm- 

Sp, rs 7a Ga \ ay i a ington, where she is currently an associate professor. 
os P hil if Sua sl (as } ai OF i 1 Ann Conner’s woodcuts have always clearly 
a a i LENE AZZ \ BY sh 1a acknowledged the blocks from which they were printed. 
ree " ] i She has a close awareness of the texture of the cut and 

Shattered King (Tornado series), 1989 the grain of the wood in her compostne) Earlier work 
Woodenr 33 1/4 363/4 inches often contained loosely outlined objects; however in 

> Gonder cP Hoonciuke Press later works, like Silverado, objects give way to land- 
\ psnake Pre i 

@ Hocncnske Pree scape, and she prints with overlapping layers of ink 
F e Fre : which, despite their thickness, convey some of the tex- 

Ke Francis was born in Memphis, Tennessee, and stud- furs on fhe layers pene 
ied at Mississippi State University at Starkville, Memphis 
State University, and the Memphis Academy of art, 
receiving his Bachelor of Fine Arts in sculpture from the 
Cleveland Institute of Art. He has also studied at the ; 
Cape School of Art in Provincetown. 

In this print Francis draws upon imagery he has 

also used in his sculpture, motifs which combine ele- 

ments of everyday existence with references to culture. 
In Shattered King the image of the destruction of the 

tornado is paired with a cubist head, so that the distor- 

i 27



66 67 
Louisa Chase Susan Rothenberg 
(American, born 1951) (American, born 1945) 

; ae a fo i) = ‘ee ay! , = 

: | rey 
Pe uv rf a Ny < 

i Ps <\ Os : vs ‘Shr 1) 

\ “ As , 7} Ey 
us 4 ay 

WA - 

Se 
1 PaBN SS Pinks, 1980 

: Hand-painted woodcut, 11 1/8 x 20 inches 

\ Ze Walker Art Center, Minneapolis 
\ Butler Family Fund, 1984, 84.1144 

q Susan Rothenberg was born in Buffalo, New York. She 

Red Sea, 1983 received her Bachelor of Fine Arts from Cornell Univer- 

Color woodcut, 38 3/16 x 33 inches sity in 1966 and also studied at George Washington i 

Gnnresy Diane Vilanni Editions University and at the School of the Corcoran Gallery in 
eouiey Chace Washington, D.C. 

Although Pinks was produced as an edition, the 
eRe Ghanenae borne: United States citizen in individual impressions vary widely in the way that the red 

Panama City, Panama. She received her Bachelor of and black inks have been applied to the block. Rothen- 

Ber cr omicuacase University in 1972 and her berg hand inked each of the blocks individually in collab- 
Waster or uine Mee omy Vale TOnieerery in 1975 She oration with printer Gretchen Gelb at Aeropress. So, 

taught painting at the Rhode Island Sclicol of Design although each print has some of the same elements, for 
erm O7 ate 1070and at the School of Arts in New instance, the knot in the upper left of the block, the red 
York from 1980 to 1982. and black areas differ quite radically. Thus each impres- ’ 

Like her paintings of the early eighties, Chase’s sion is unique, because the artist has altered the effect of 

print Red Sea unites discrete elements in a composition each One. It us interesting to see this painterly inking, - 

to form imaginative associations. The theme of hand, much m keeping with Arthur Wesley Dow s notion of 

water, and wave repeated across the surface of the print, painting with wooden blocks” combined with an 
forms a visual analogy, so that the meeting wave forms approach to imagery and the cutting of the block that has 
become visual parallels to the paired hands. The artist’s much in common with expressionist printmakers. 

use of red and black inks on the woodblocks is supple- 

mented with hand-applied watercolors for the blue and 
orange colors. 
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68 the artist’s figures have tapering extremities, and balanced 
John Buck on their shoulders, in place ofa head, are objects and 
(American, born 1946) shapes whose meaning is left to the viewer to uncover. 

Like many of the artist’s sculptures, the image in 
y Les Grande Eclipse bears the marks of having been hewn 

. | Ig ea ral ge, Se from wood. The jagged outline of the central figure 
DK Lal Y f | ; imitates the splintered surface of wood chiseled with a 

/ A Aj ie a Neg MP7 dull tool, and among the small drawings that surround 

fay ft Ns A the central figure are marks made by simply hammering 
f yi A a objects like bolt heads and threads and washers into the 

wx y oy ‘ j surface of the block. 

Hl Sook ga By 
eae Re eA a % 

Ste ee 69 

Fe y ee Robert Cumming 
i ‘ caer! 3 (American, born 1943) 

5 eee ae 4 . 
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Burning Box, 1989 

Les Grande Eclipse | sic], 1982 19-color woodcut on Torinoko paper, 14 5/16 x 
Color woodcut, 75 1/2 x 31 3/4 inches 12 7/8 inches 
Madison Art Center Elvehjem Museum of Art 

Anonymous gift, 1983.94 University of Wisconsin Art Collections Fund purchase, 
1990.37 

John Buck was born in Ames, Iowa, and studied at the 

Kansas City Art Institute and School of Design, from Born in Worcester, Massachusetts, Robert Cumming 
which he received his Bachelor of Fine Arts in 1968; at received a Bachelor of Fine Arts and Master of Arts 

the Scowhegan School of Painting and Sculpture in from the Massachusetts College of Art in Boston in 
Maine; and at the University of California at Davis, 1965 and a Master of Fine Arts from the University of 

where he received his Master of Fine Arts in 1972. He Illinois, Urbana-Champaign in 1967. He taught paint- 

taught at the Glouchestershire School of Art and Design ing and drawing at the University of Wisconsin in Mil- 
in Cheltenham, England, and Humboldt State Univer- waukee from 1967 until 1970 and photography at the 

sity in Arcata, California, as well as serving as visiting University of California at Los Angeles in 1974. He has 

artist at the University of Cincinnati, before accepting a also served as artist-in-residence at numerous colleges - 
position as an instructor at Montana State University in and universities. 
Bozeman, Montana where he continues to teach.!!? Talented in many media, Robert Cumming is well 

Much of Buck’s artwork combines sculpture and known for his paintings and photographs. However, in 
painting, and since the 1980s he has incorporated in his explorations of media he has often turned to print- 
these works a reference to the human figure. Typically, making, often in collaboration with a print workshop. 
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Burning Box was commissioned by the Print Club in 71 

Philadelphia and printed at Tsuka-Guchi Atelier by Chuck Close 
Shigemitsu Tsukaguchi, who cut the wooden blocks (American, born 1940) 
after Cumming’s design and worked with the artist to 

produce the final edition. As is often the case with 
Cumming’s works on paper, the print uses many of the 
conventions of architectural representation. It gives the / 

impression of being a working drawing for an object ; 4 ‘ef i 
whose purpose is slightly mysterious. SOURS | WN NS 

Ha hy vi aN ' ‘aay hs ae 
oie Ry? hy 
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Richard Bosman Sus yp Vo bh) 
(American, born 1944) a p XN aod) 
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Suicide, 1980-81 . es AT 
9-color woodcut from 4 blocks on Tari red paper, : 

13 1/8 x 27 5/8 inches Janet, 1988 ; 
Elvehjem Museum of Art Reductive linoleum cut, 14 3/4 x 12 3/4 inches 

Gift of Brooke Alexander Editions, Inc., 1990.53 Elvehjem Museum of Art _ 
Membership Art Purchase Fund purchase, 1990.17 

Born in Madras, India, Richard Bosman grew up in Aus- , s t . 
tralia and went to England in 1964 to study painting at Chuck Close was born in Monroe, Washington, and 

the Byam Shaw School of Painting and Drawing in Lon- attended Everett Community College and the Yale 
don. in 1969 Bosman left London for New York where Summer School of Music and Art before graduating 

he attended the New York Studio School for two years. from the University of Washington School of Art in 
Bosman’s self-described expressionistic style of 1962. He received a Bachelor of Fine Arts (1963) and a 

painting relies for part of its effect upon the textures of Master of Fine Arts (1964) from the Yale University 
his thickly painted canvas. Similarly, his many wood- School of Art and Architecture. : 
block prints rely on the texture of their roughly cut Since 1967 Close has applied very methodical and 
blocks to reinforce the mood of his imagery. In Suicide analytical approaches to the creation of images, using dif- 
this expressionism may have a slightly ironic edge ferent techniques both for paintings and prints. His early 

7 > . . . CC a 

because though angular and forceful in the cut of its paintings relied upon the same sort of four-color separa- 
blocks, the work is printed on a very elegant, tinted tions of photographs that are used in color photograph 

> > : : ht eee. 
paper with feathery white inclusions in it. Like Lichten- reproductions. However, instead of being combined in a 

stein, Bosman has turned to popular media such as printing process, Close’s separations were carefully hand- 
> = . ° oe 

comic books. However, rather than appropriating the copied one on top of another to construct the final, 
style of the comics, Bosman has investigated the monolithic painting. In drawing, too, the artist’s approach 

> ; AW ‘ 
medium’s narrative elements, creating works of art that has been to analyze an image, then reproduce it following 

=e . + : : c : y 
capitalize on the visceral appeal that captures the imagi- that analysis. For example, in a series of portraits Close 
nation of the readers of stories-in-pictures. divided his original photograph into squares, chose an 

appropriate shade for each of the squares, then filled in 

the squares of rectangular grid with a darker or lighter 

shade. 
Close’s affinity for careful analysis is also exhibited 

in the print Janet. Here, Close uses the reductive 

linocut technique, which requires alternate cutting and 
printing of a single block in a progression of hues. He 

130



decided what would be the strongest highlight in the Myers has always worked in print media, often 
piece, removed this area from the block, then printed in using virtuosic etching processes; however, like many 

a warm white slightly darker than the paper. Next he contemporary printmakers, she is fully capable of draw- 
identified the second brightest areas of the image, cut ing from whatever media suit her purpose. In fact, St. 

away from the block, and printed in a slightly darker ink Teresa’s Seventh Mansion, uses etching to create the 
directly on top of the first printing. This continued multiplied images of the ecstatic saint. The dark, square 

through six printings of the block, each time in a darker figure overlaid on Teresa’s rosy image is the woodcut 
color and with more cut away. In the end the darkest portion of the print. The artist here has used the regu- 

areas of the print had been printed in all of the colors, larity of the forms intrinsic to the blocks she is printing 

while the lightest areas had not received any ink at all. from, squarely cut and with a square grid of perfora- 
This technique can be carried on with as many different tions like a mold or form that imposes a steadying order 

colors as the artist likes until finally only a very small upon the dizzying cascade of faces. The relief elements 
part of the block is left raised to print from, and the of the print may reflect the constraints imposed upon 
print is layered with overlapping colors. It is a technique the saint’s overwhelming visions so that they could be 
that requires considerable planning, foresight, and integrated into the Christian faith. 

patience — all hallmarks of Close’s work. 
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72 William Weege 
Frances Myers (American, born 1935) 
(American, born 1936) 
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ee L , 1 

oa é é William Weege was born in western Wisconsin an 
Saint Teresa’s Seventh Mansion, 1992 ; ceo pas . ; and 4 

an : studied engineering and civil engineering at the Univer- 
Relief and etching on Arches cover paper, 47 1/2 x : ee ees : A 4 ‘ 

31 1/2 inches sity of Wisconsin in Madison before turning to art. His 

Fimeell a interest in prints and printing began before his formal 
Courtesy of Frances Myers PR seaila 

: : training in art; when he was working for an urban 

A : : ‘ : ; design firm which had an old printing press Weege 
Fran Myers was born in Racine, Wisconsin, and received 8 ‘ P B Press NIECE 

: Sd ie : learned how to use it, eventually even coaxing it into 
her Bachelor of Arts, Master of Science, and Master of z ; 3 5 aus 
5: ‘ iar Bee en doing more than it was designed for. Similarly, as a 
Fine Arts degrees from the University of Wisconsin in 5 : 

Z is 5 graduate student in art school, he wrote a successful 
Madison between 1958 and 1965. She has lectured in : w 

i : ; > Sai: grant to allow the art department to buy equipment for 
printmaking at the College of Art and Design in Birm- ae : : : 
; 5 : ay ge Be photo printing and taught himself how to use it. 
ingham, England, and at St. Martin’s School of Art in 5 : pees mes - : 

spear 5 5 Some - If there is a continuing interest in the process of 
London. She is now professor of art at the University of , opis : f 

eae i printmaking in Weege’s work, there is also a recurrent 
Wisconsin—Madison. 
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interest in social themes, clearest from his early prints third-world cultures than American but in keeping with 
which combined text and photographic images in the environmental theme of the work. 
protest of the war in Vietnam. 

This print was included in the portfolio Dance of Andrew Stevens 
Death printed at Arizona State University by John Ris- Assistant Curator of Prints, Drawings, and Photographs 

seeuw, who made a paper from recycled materials and Elvehjem Museum of Art 
fibers such as sisal and coconut husk, more common to August 1992 
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