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Wade Guyton retrospective at the Whitney 
this month [see page 44]. There was William 
Kentridge’s expansive “Universal Archive” 
this fall and Nicole Eisenman’s double 
tours-de-force last spring. 
 Print—its artifacts and its strategies—
has become ever more central to contem-
porary art as a whole, as the world in which 
we live has become ever more permeated 
by pre-authored visual material, almost 
all of it, one way or another the product of 
print. Wade Guyton’s vast canvases are fed 
through Epson printers, but like the screen-
printed paintings of Robert Rauschenberg 
and Andy Warhol, they are rarely discussed 
as “prints.” Warhol’s deft, daft explanation 
was, “I suppose you could call the paintings 
prints, but the material used for the paint-
ings was canvas.”1 It is ironic that, in an era 
when art theory habitually locates meaning 
in process, all one needs to do to transform a 
print into a painting is change the substrate.
 “Print/Out” curator Christophe Cherix 
observed, “Prints have become so ubiqui-
tous… that they appear to have been almost 
fully absorbed into contemporary art prac-
tice in general.”2 Absorption may suggest 
disappearance, but one of the most talked 
about artists of the year was Nicole Eisen-
man, whose back-to-back exhibitions at 
the Whitney Biennial and Leo Koenig Inc. 
featured monotypes, woodcuts, etchings 
and lithographs. These were prints by any 
measure—16th to 18th-century technolo-
gies made to do 21st-century work; images 
that negotiated their way—as most of us 
do—between cultural inheritances and  
new inventions, polished appearances and 
gut responses. 
 With this issue, we have attempted to 

capture the range and dynamism of what 
is, or can be, housed under the roof of 
“prints and editions.” As we did last year, 
we asked a dozen writers with different 
areas of expertise to select recent edi-
tions to review. While Superstorm Sandy,  
and the attendant postponement of the 
E|AB Fair and numerous gallery exhibi-
tions, thwarted our plans somewhat, this 
issue presents the work of more than 100 
artists in three sections. The “New Edi-
tions Reviews” section beginning on page 10 
includes more than 40 short essays on new 
works by artists ranging from eminent to 
emerging. The “New Editions Listings” sec-
tion beginning on page 48 lists many works 
we were unable to see in person. Finally, 
we have added a new section, “≤100” [pages 
42-43], in which we discuss artists’ projects 
that are available for under $100, £100, or 
€100. Some of these are mass-market, even 
utilitarian, adaptations of art works; some 
are handmade, limited edition prints on 
paper; some occupy the cavernous ground 
in between.
 All say something about the relationship 
between technologies and instincts, pri-
vate thought and public distribution, and 
the experience of living a new life in an old 
world.
 Happy New Year. 

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

Notes:
1.  Andy Warhol in Gerard Malanga, “A Conversation 
with Andy Warhol,” The Print Collector’s Newsletter, 
Vol 1, No 6, January-February 1971, 127.
2. Christophe Cherix, Print/Out: 20 Years in Print, 
New York: The Museum of Modern Art, 2012, 15.

On Visibility
By Susan Tallman

With this issue we celebrate the New 
  Year retrospectively, looking back 
at the past twelve months and its cornu-
copia of print production. The decision to 
lodge the New Editions issue at the start of 
the year is both notional (what better time 
to mark time?) and convenient: the profu-
sion of print fairs in October and November 
enables Art in Print staff and writers to see 
hundreds, if not thousands, of new prints 
and multiples from around the world in 
the space of a few days and a couple of loca-
tions. There was a time when an energetic 
reviewer with a travel budget could cover all 
the major contemporary print publications 
in four days. That era is long gone.  
 Events such as the Multiplied Fair  
in London, the IFPDA Print Fair and E|AB 
fair in New York, and INK Miami bring 
exhibitors from Albuquerque to Vienna. 
In combination with the various concur-
rent gallery exhibitions, these events offer 
a viewing opportunity that is notably rare. 
For all that prints are honored as portable, 
easily distributed art—Pol Bury’s poetic 
phrase was “rêveries postales”—they can be 
difficult to experience in person. The dis-
tribution networks for prints often end not 
on gallery walls but in flat file drawers and 
Solander boxes. Art in Print was founded to 
address this invisibility problem, but read-
ing about something is quite a different 
thing from standing in front of it or holding 
it in your hand. 
 All said, however, 2012 was an excep-
tional year for the visibility of contem-
porary printed art, from the opening of 
the Museum of Modern Art’s mammoth  
“Print/Out” exhibition in February [see Art 
in Print, Vol. 2, No. 1] to the closing of the 

Tom Burckhardt, detail of Ex Libris (2012), color etching and aquatint. Printed and published by Jennifer Melby at Melby Studios, Brooklyn, NY.
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Brian O’Doherty 29
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Stéphane Pencréac’h 55
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Gary Simmons 33
John F. Simon, Jr. 56
Kiki Smith 34, 56
T.L. Solien 56
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José Antonio Suárez Londoño 35
Diana Sudyka 57
Barbara Takenaga 57
Tobias Till 36
Rikrit Tiravanija 42
Gert and Uwe Tobias 36
Richard Tuttle 37, 57
Roy Wasson Valle w/Brent Bond 57
Jessie Van der Laan 57
Robin Waart 42
Mark Wagner 57
Valerie Wallace 42
Franz West 57
Mia Westerlund Roosen 57
Roger White 57
David Wojnarowicz 57
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Notes on the Editions:
All prices are subject to change. 
As currency conversion rates are also subject to change, we list prices in the currency provided by the publisher.
All prices are for unframed works unless otherwise noted.
UK and South African prices do not include VAT.
All unsigned reviews are written by Art in Print staff writers.
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Nicole Eisenman’s Year of Printing Prolifically
By Faye Hirsch

At Leo Koenig Gallery in Chelsea early 
      last summer, the painter Nicole Eisen-
man mounted an exhibition chronicling 
her first intensive foray into printmaking, 
an area in which she had previously only 
dabbled. On view were more than 60 prints, 
large and small, in monotype, lithography, 
woodcut and intaglio. It was as if Eisen-
man had sprung fully formed and armed 
from the head of the god of prints. Admit-
tedly, she had an assist from some top-flight 
New York printers—Andrew Mockler of 
Jungle Press (lithography), Marina Ancona 
of 10 Grand Press (woodcut), Carol Weaver 
and Felix Harlan of Harlan & Weaver (inta-
glio)—but as all these master printers insist, 
Eisenman simply has a knack for prints. “A 
lot of painters want to make prints that look 
like the paintings,” Mockler commented. 
“Not Nicole.”1 
 The works on view were replete with 
Eisenman’s inventive imagery, but the artist 

also showed herself exploring the material 
effects inherent to each medium. Her enjoy-
ment was palpable and contagious. I was 
hard-pressed to remember another occa-
sion in which a contemporary artist (espe-
cially one of her generation—she was born 
in 1965) had made such a bold move into  
the medium.  
 “Art history is alive to me,” Eisenman 
told the writer Lynne Tillman in 2007. “It 
pulls me around in all different directions.”2 
From the beginning of her career in the  
early 1990s, she has busily mined the West-
ern canon, from the kinetic nudes and 
tumbling skies of the Italian Renaissance 
to the teeming beaches of Reginald Marsh 
and Picasso’s eroticized women. But when 
Eisenman arrived in New York in 1987, fresh 
off a RISD BFA, she was as much enamored 
of punk as art history. The earliest works 
with which she gained renown were draw-
ings produced at a feverish pitch on any 

and all surfaces, from notebook scraps to 
the walls of the Drawing Center (1993) and 
the Whitney Museum of American Art (in 
its 1995 Biennial). These works borrowed 
extravagantly from cartoons, porn, TV 
commercial logos, B-movies and other visu-
als of popular American culture. Tapping 
into the queer rebellion that prevailed in 
the early 90s in a New York City riven by 
the culture wars and the AIDS crisis, Eisen-
man discovered an audience that was keenly 
open to her brand of delirious, erotically 
charged figuration. 
 To appreciate Eisenman’s art requires 
no specialized knowledge—she has always 
been a stalwart populist, attempting, as she 
puts it, to “create something that convinc-
ingly takes you into another world.”3 None-
theless, it helps to understand that high and 
low—art history, queer politics and popular 
culture—always co-exist in her work, if not 
explicitly in the imagery then in her expres-

Nicole Eisenman, Drinks with Possible Spirit Type Entity (2012), etching and aquatint with chine collé, 10 1/4 x 11 3/4 in. Edition of 25.
Printed and published by Harlan & Weaver, New York.
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Nicole Eisenman, Untitled (2012), monotype on paper, image 58.4 x 44.5 cm, sheet 61.9 × 47.6 cm. Unique image.  
Image courtesy the artist and Leo Koenig Inc. New York, NY.
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sive strategies and manic energy.
One wonders if it were not inevitable that 

Eisenman would take up printmaking, giv-
en her graphic predilections. From the mid-
aughts onward her painting seems to have 
drifted toward the conventions of German 
Expressionism, as beer gardens and charac-
ters with multihued skin proliferated. Why 
not—like her Modernist heroes Picasso and 
Beckmann, Munch and Dix—make prints?

In August, 2011, as she was going through 
a tough break-up from her longtime part-
ner, with whom she has two children, 
Eisenman locked her paints up, as she told 
me, and turned exclusively to prints. “Hav-
ing appointments with three different shops 
and three different sets of people three 
times a week really kept me going through 
the fall and winter,” she said. “Having that 
company, that distraction and camaraderie, 
was kind of a life-saver.”4 She also rented a 
press from artist and printmaker Lothar 
Ostenburg in Brooklyn, not far from her 
studio, and made, on her own, a series of 
45 large monotypes. These became her 
critically lauded contribution to the 2012 
Whitney Biennial (though the medium was 
sometimes misidentified, or not identified 
at all, in writing about the Biennial5). Later 
she created additional monotypes at the 
Women’s Studio Workshop in Rosendale, 
in upstate New York. More than 30 editions 
and dozens of unique prints later, Eisenman 
is slowing down a bit, as her printers breath-
lessly race to catch up with her.
 Forty-two of the works in the Koenig 
show were the Rosendale monotypes, each 
in 28 1/2 x 23-inch frames (though the prints 

themselves vary slightly in size), ranked in 
double file along three walls. That Eisenman 
devoted her first exhibition at her New York 
gallery since 2009 to prints is a measure of 
her enthusiasm for them. Coming on the 
heels of her decision to show her 45 mono-
types at the Biennial, Eisenman boosted  
(for a time) the prestige of monotype, so 
often the orphan child of the art world. 
 Most of the monotypes depict large 
heads and busts. (“When you can’t think 
of what to draw,” she said to me recently, 
“draw a head.”6) Some simply stare outward, 
their facial contours defined in broad areas 
of bright hues; others do something—read, 
send a text message, with book or iPhone 
up against the picture plane, like the fore-
ground devices in Northern Renaissance 
portraits. In one, the reader is a female goril-
la absorbed in a copy of the 1947 Surrealist 
catalogue Prière de toucher; Eisenman has 
collaged in a reproduction of the catalogue 
cover, which was adorned with a rubber and 
velvet breast by Marcel Duchamp. Many of 
the subjects of Eisenman’s monotypes are 
culturally specific—a Max Beckmann self-
portrait with cigar, Van Gogh’s Postman, a 
cartoon mummy. Here and there, the artist 
herself puts in an appearance; in one, she is 
wearing a sling.
 Some of the heads feel incredibly quick, 
little more than a slippery outline—not 
unlike the finger-painting the artist recalls 
loving in nursery school.7 There are also 
monotypes in which more than one figure 
appears—a pair of heads kissing Brancusi-
style, for example—and others in which 
a whole body is depicted, as in the recur-

rent figure of a naked woman viewed from 
between her splayed legs. In one, the woman 
is masturbating, the explicit vignette isolat-
ed in a square of cherry red. In another she 
spreads her sex wide open with hands col-
laged from a magazine; in the foreground 
is a tangled egg-shaped object that looks as 
though it has popped out. 
 In a few examples, the monotype inter-
acts humorously with collage elements—as 
in a flotilla of bicyclists hurtling down slick 
monotype ramps. Eisenman’s monotypes 
are the most playful of her prints, and the 
closest in spirit to the fanciful immediacy  
of her early improvisational drawings.
 Eisenman had help from Marina Ancona 
of 10 Grand Press, a Brooklyn workshop 
founded in 1999, on some of these mono-
types, but her primary efforts at that shop 
have been in woodcut. The main subjects in 
the woodcuts are again large heads, but the 
emotional tenor is quite different from the 
monotypes. Abandoning hijinks, Eisenman 
created monumental faces, mainly frontal, 
broken into defining shapes. Though the 
heads can be goofy and surreal—as in the 
Mirò-esque Untitled (Bird Love), in which a 
bird and a figure kiss, their eyes bulging and 
transfixed—mainly they feel solemn and a 
bit dreamy. Ancona and Eisenman achieved 
an unusual palette in these works: first 
printing the woodblock, carved and/or jig-
sawed into parts, in a dark ink, Ancona then 
overprinted it with a Plexi plate inked in a 
translucent color glaze. The result is a kind 
of halation in the lines, as though the figure 
were glowing from within. 
 One is reminded of Picasso’s linocuts of 
his second wife, Jacqueline Roque. Eisen-
man’s Untitled (Crier), in silver-gray and 

Nicole Eisenman, left: Untitled (2012), monotype on paper, image 58.4 x 44.5 cm, sheet 61.9 × 47.6 cm; 
right: Untitled (2012), monotype on paper, image 59.1 x 44.5 cm, sheet 61.3 x 47 cm. Unique images.  
Courtesy the artist and Leo Koenig Inc., New York, NY.

Nicole Eisenman, Untitled (Crier) (2012), woodcut,  
image 61.6 x 46.4 cm, sheet 61.6 x 47.6 cm. Edition 
of 15. Published by 10 Grand Press, New York. 
Courtesy the artist and Leo Koenig Inc., New York.
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pink, depicts the writer and critic Litia 
Perta, who Eisenman says found posing 
emotionally trying. Coifed in a punk hair-
cut, Perta is shown from her naked breasts 
up. From her right eye a long teardrop falls. 
Even more direct is the quotation in Untitled 
(Man with Moon), which Eisenman says was 
inspired by Erich Heckel’s 1919 woodcut, 
Portrait of a Man. “I’m a jealous artist,” she 
told me; when she sees something she likes 
in a print, she wants to do it herself.8 Here 
she borrows the pensive folded hands and 
sideward glance of Heckel’s subject, and 
similarly bifurcates the background. Print-
ing in black on white, she conveys the effect 
of being indoors and outdoors at the same 
time; at the left, a spiraling ear stands out 
against a white ground, while at the right, a 
tiny crescent moon peeps out from the top 
corner of a night sky.
 The dozen woodcuts Eisenman made 
with Ancona were editioned in small num-
bers—never more than ten—but any giv-
en block might trail a number of unique 
impressions in completely different hues, 
and even within the edition the inking can 
vary considerably. The day I visited the press, 
Eisenman was trying to lighten the yellow 
in Untitled (Face with Yellow Eyes) by hand-
coloring; that big head, with its eerie light 
eyes peering out from a dark face delineated 
in barely scratched-out features, occurs 
in a number of unique variations as well,  
including one in which the eyes are white. 
 Eisenman had come to 10 Grand to sign 
her new edition for Parkett, a dual publica-
tion of 15 unique monotype/woodcuts and 
one woodcut in 20 impressions (35 all told). 
The image is a frontal portrait of a bump-
tious, smiling man in a porkpie hat. The 
woodcut is printed in silvery-gray under 
light blue ink, which gives the figure a 
ghostly air; the multicolored monotypes are 
more clownlike.
 In contrast to the monumental heads 
of the monotypes and woodcuts, Eisen-
man’s lithographs and etchings favor multi-
person narratives. “As I started [my prints], 
Eisenman said, “I read a lot of books and 
made trips to museums. Andrew [Mockler] 
took me to the print collection at the Met. I 
was getting a crash course in the history of 
printmaking. Munch is someone I looked at 
a lot, and Picasso was absolutely the number 
one man in etchings.”
 Eisenman was particularly impressed 
by Picasso’s Suite 156 etchings, from which 
she took permission to represent the per-
sonal drama of her break-up. “[Picasso] was 
able to siphon raw feeling,” she told me, 
“his reactions to a drama he created, really, 
between his mistress and his wife.”9 While 
the woodcuts (and even, to some extent, the 
monotypes) channel Eisenman’s heartbreak 
elliptically, the etchings and lithographs 
often allude to it in barely disguised terms. 

She intersperses such content, however, 
with scenes of beer gardens and dinners, 
along with sexual encounters—the sen-
sual pleasures of a life that goes on despite 
setbacks.
 Eisenman had worked with Mockler in 
Brooklyn in 2010 on three small etchings, 
but when she returned in 2011, it was to 
tackle lithography. She says she has found 
lithography to be the most mysterious of 
the processes she has undertaken. “Still 
after nine months of doing it,” she told me 
last June, “I am as much at a loss as I was 
when I first started. Etching I get. You throw 
acid on and it burns the metal. But try to 
explain to me how water and oil etch a rock. 
I don’t get it.”10 Still, as Mockler described 
it, she was a natural: “Drawing,” he said, “is 
her default activity.” Eisenman worked the 

stone in many different ways: in manière 
noire, painting in tusche, drawing in crayon, 
scratching and biting the surfaces. In her 
dozen lithographs with Mockler’s Jungle 
Press, Eisenman exploited the fluidity of 
lithographic execution to fashion tales of 
loneliness and excess.
 In Man Holding His Shadow, a mournful-
looking, ill-groomed fellow in a baggy suit 
and soft cap stands, bearing his own limp 
shadow in his arms, and one can’t help feel-
ing sorry for him, despite the absurdity of 
Eisenman’s conceit. There is an affinity 
in these works to those of Neo Rauch and  
other painters of the Leipzig school, noted 
for mixing the surreal with the expression-
istic. This combination is also found in a 
smaller print, the mysterious Little Drum-
mer, in which the title character beats an 

Nicole Eisenman, Man Holding his Shadow (2011), two-color lithograph, image 40.6 × 30.5 cm,  
sheet 56.5 × 45.7 cm. Edition of 25. Published by Jungle Press Editions, Brooklyn, NY. Courtesy the artist  
and Leo Koenig Inc., New York, NY.
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Nicole Eisenman, Watermark (2012), etching, image 45.7 x 61 cm, sheet 60.6 x 74.6 cm. Edition of 20. 
Printed and published by Harlan & Weaver, Inc., New York, NY. Courtesy Leo Koenig Inc., New York, NY.    

oversize drum as he walks along a night-
time street. Spattering the stone with gum 
and painting over it with a solvent tusche,  
drawing and counter-etching, Eisenman 
created a speckled surface, white on black, 
as if visualizing the drum’s emanations. 
Such images are reminiscent of her paint-
ings of the previous five years or so, such 
as Coping (2008), in which characters in a 
trancelike state wander a flooded European 
street, an unlikely mix of refugees (a man 
in an old-fashioned bowler hat, a mummy) 
from some meltdown of our current cultur-
al scene. In Ouija, a six-colored lithograph, 
three ghoulish, Munch-like figures consult 
the paranormal in a crazily lit room.
 Though Eisenman tends to steer clear of 
politics in her work these days, preferring 
to address the broader foibles of humanity, 
in Tea Party she skewers a right-winger in a 
tricorne hat, along with a capitalist fat-cat 
straight out of early 20th-century political 
cartoons. The “flag” they grasp is a scythe 
wielded by Death, who appears (as so often 
in Eisenman’s work) in the form of a skel-
eton. A moody sky in the background, cre-
ated by sponging water on the surface and 
drawing through it with greasy ink, por-
tends ill. More typical, however, is the shad-
owy Sloppy Barroom Kiss, in which two fig-
ures, their heads resting on a table, seem to 
have passed out in mid-kiss.
 Eisenman has produced her most refined 
and cerebral prints at Harlan & Weaver, 
though the subject matter can be just as 
dark and is in many ways more personal. 
“There is something about trauma,” says 
Carol Weaver. “Etching is where artists 

seem to go.” Eisenman, she adds, “needed 
somewhere to go. She would have been at 
the workshop all day and all night—she was 
indefatigable. We gave her as many plates as 
we could find.”11

 Watermark offers a lush, detailed scene 
of Eisenman’s two children at their grand-
parents’ (Eisenman’s inlaws’) house, reading 
on the sofa in a room crowded with book-
cases and hung with art. In the foreground, 
we see a hand spooning food from a bowl, 
a vignette sharply divided from the cozy 
scene behind by a table. We surmise that 
the body that belongs to the hand is that of 
the artist—and by implication the viewer, 
from whom she demands empathy for her 
separateness. 
 A less subtle image of the artist’s predica-
ment is depicted in a mordant little etching 
in which a blindfolded man is sent packing 
(he is about to step over the edge of a cliff, 
in fact) by a gorilla-like woman; on the roof 
of the shack in which she hulks are two baf-
fled little frogs. Scribbled clouds provide a 
meteorological metonym for the emotional 
turbulence. “It was a deep time for Nicole,” 
comments Weaver about the personal con-
tent of the prints, “and she was dealing with 
it on the metal.”12

 Among the grandest of Eisenman’s 
recent paintings are the beer gardens— 
a classic trope, along with the cabaret, of 
German Expressionism. Eisenman’s are 
set in her neighborhood of Williamsburg, 
Brooklyn. Here she mingles portraits of 
friends and strangers, indulging her pen-
chant for crowds and paying homage to 
the community that inspires her. At Har-

lan & Weaver, she has worked these scenes 
through a variety of intaglio techniques; 
the most ambitious, Beer Garden with Large 
Hand, is still in process as I write. (She has 
now made 12 prints at the workshop.)
 The atmosphere of the barroom and beer 
garden scenes ranges from sinister to ele-
giac. In Drinking with Death Kiss, a drypoint 
printed on chine collé, a figure in the fore-
ground with one closed or blind eye cups 
his beer while in the crowd Death kisses a 
female figure—a “death and the maiden” 
motif that has deep roots in German art 
and literature. Is the man in the foreground 
a self-portrait? The face resembles Eisen-
man’s, and she has often depicted herself as 
a male in her paintings and drawings.13 The 
mood is more woozily convivial in Drinks at 
Julius, where the doodle-like drawing of the 
figures conveys a kind of drunken porous-
ness, and uneasy in Drinks with Possible 
Spirit Type Entity, where a ghost appears at 
the table, his strange energy manifest as 
abstract lines. In its combination of droll 
absurdity and graphic refinement, this print 
is pure Eisenman. But the real tour-de-
force of her time at Harlan & Weaver is Beer 
Garden with Big Hand. The print draws on 
many of the etching techniques Eisenman 
experimented with in 12 Heads, an etching 
and aquatint ganging a dozen small plates, 
each bitten using a different process, such 
as dipping a wire mesh or matchstick in 
acid and laying it over the rosin. At 40 x 48 
inches Beer Garden with Big Hand is Eisen-
man’s largest etching. (An earlier state with 
pencil and ink additions was included in the 
Koenig show.) Against a backdrop of figures 
passing the time in a beer garden drinking, 
kissing, conversing, or in one case, fretting 
over a cell phone, a big, Guston-like hand in 
the foreground lifts a mug of beer. We see 
the hazy reflection of the drinker—presum-
ably the artist—in the liquid. Again, Eisen-
man inserts herself both within and outside 
the depicted scene. The face in the beer has 
one clear and one bleary eye, somewhat like 
the eyes in Drinking with Death Kiss, which 
may be an allusion to the artist’s former 
appearance. (She used to have a bulging eye 
that she often portrayed in her early work.) 
One might read the disparity as a metaphor 
for inner vision—or perhaps, more accu-
rately, for Eisenman’s uniquely backward- 
and forward-looking vision. 
 As much as Eisenman pays homage to 
her many idols from the past, there are sure-
ly few other artists alive today who can so 
effectively translate the dark comedy of a 
Beckmann cabaret into the foibles of a Wil-
liamsburg bar, or transform the priapic het-
erosexuality of Picasso into a queer eroti-
cism, or, more accurately, seize upon the 
master’s excesses as a license to represent 
those of her own life and milieu. In her pro-
pensity to fold history into her life and art, 
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Eisenman has found a particularly effective 
outlet in prints, as she marshals the most 
traditional of techniques to a vital, contem-
porary expression.   

Faye Hirsch is Senior Editor at Large at  
Art in America. 

Notes:
1. All comments by Andrew Mockler were made to 
author at Jungle Press, Brooklyn, Nov. 20, 2012.
2. “Nicole Eisenman in Conversation with Lynne Till-
man,” in Beatriz Ruf, ed., Nicole Eisenman, exh. cat., 
Kunsthalle Zürich, 2007, Zurich, JRP/Ringier, 2007, 
15.
3. Eisenman with Tillman, 15.
4. Faye Hirsch, “Nicole Eisenman’s Prints and  
People” (interview) (http://www.artinamericamaga-
zine.com/news-opinion/conversations/2012-06-15/
nicole-eisenman-prints/.)
5. For example, Elle Dispatch called them paintings 
(http://www.elle.com/news/culture/the-2012-whitney-
biennial-opens-today-38517) and Artnet “primitivist 
drawings” (http://www.artnet.com/magazineus/re-

views/nathan/whitney-biennial-2012.asp). 
6. Nicole Eisenman to author, Nov. 20, 2012. She 
also said, of her beer garden imagery, “When you 
don’t know what to do, draw people drinking.” “Nicole 
Eisenman’s Prints and People.” 
7. Eisenman with Tillman, 11.
8. Eisenman to author, Nov. 20, 2012. This comment 
reinforced something Andrew Mockler said to me in 
an interview that same day: “Nicole permeates time. 
She wants to live up to, or communicate or compete 
with, artists from the past—Heckel, Grosz, Munch, 
Picasso.”
9. “Nicole Eisenman’s Prints and People.”
10. Ibid.
11. Carol Weaver to author, Nov. 3, 2012.
12. Ibid.
13. As, for example, in her 230-foot-long canvas 
Progress: Real and Imagined, (2006), a grand saga 
that focused—in a grand allegory—on the efforts 
of her partner to get pregnant—and on her own  
ambivalences with the prospect of parenthood. Faye 
Hirsch, “Tides and Tidings,” Art in America, Oct. 
2006, 176-81.

Nicole Eisenman, Beer Garden with Big Hand (2012), etching, image 101.6 x 121.9 cm. Edition size to be determined.  
Printed and published by Harlan & Weaver, Inc., New York, NY. Courtesy Leo Koenig Inc., New York, NY.

http://www.artinamericamagazine.com/news-opinion/conversations/2012-06-15/nicole-eisenman-prints/
http://www.artinamericamagazine.com/news-opinion/conversations/2012-06-15/nicole-eisenman-prints/
http://www.artinamericamagazine.com/news-opinion/conversations/2012-06-15/nicole-eisenman-prints/
http://www.elle.com/news/culture/the-2012-whitney-biennial-opens-today-38517
http://www.elle.com/news/culture/the-2012-whitney-biennial-opens-today-38517
http://www.artnet.com/magazineus/reviews/nathan/whitney-biennial-2012.asp
http://www.artnet.com/magazineus/reviews/nathan/whitney-biennial-2012.asp
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pages, a paper wrapper for old letters. But 
each of these things turns out to be deeply 
peculiar: the photographs are portraits  
of prize horses in which the attending 
grooms were expunged by someone at some 
point in time; the journal contains, not the 
musings of a dreamy adolescent, but spirit 
writings (in English) from séances con-
ducted in the 1920s, some 50 years after  
Spiritualism’s prime; most curious of all, 
the paper wrapper was penned in a mod-
ern hand with French instructions to  
“burn without opening” and contained 
nothing at all. 
 Aëgerter re-presents these odd, seem-
ingly ephemeral things in the pompously 
historicizing form of tapestries; the small 
becomes large, the private becomes public, 
and the 20th century gets to cross-dress as 
the 18th. This is pomposity by purposeful 
design. The artist is not interested in aristo-
cratic nostalgia—the woven images remain 
defiantly photographic (the two horse 
photographs appear in negative form, the 

Editions Reviews
Laurence Aëgerter

The Somnambulic Archive (2012)
Séance Book (2012)
Jacquard tapestry including phosphorescent 
and reflecting yarns, 112 x 155 cm. €3710.
Brûler sans ouvrir! (2012)
Jacquard tapestry, including phosphorescent 
yarns, 155 x 215 cm. €5300.
The Horse’s Guide I (2012)
Jacquard tapestry, including phosphorescent 
yarns and horsehair, 163 x 211 cm. €5300.
The Horse’s Guide II (2012)
Jacquard tapestry, including phosphorescent 
yarns and horse hair, 163 x 211 cm,.€5300.
Editions of 4 each. Tapestries fabricated 
by The TextielLab at the Audax Textiel 
museum, Tilburg, Netherlands, published by 
the artist. Available through Johan Deumens, 
Amsterdam.

In 2010 artist Laurence Aëgerter was 
      invited to work at the Museum van Loon, 
a 17th-century Amsterdam canal house 
dedicated to  preserving the lengthy and 
colorful legacy of the patrician van Loon 
family. (Willem van Loon co-founded the 
East India Company in 1602, the eminent 
archaeologist Maurits van Loon estab-
lished the museum in the 1970s, and today 
the museum foundation is headed by his 
daughter Philippa van Loon. Family mem-
bers continue to live in the house.) Aëgerter 
found herself most intrigued, not by the 
long rows of Dutch Golden Age eminences 
that hang on the walls, but by a more recent 
and eccentric member of the family, one 
Antoinette de Bach van Loon (1891–1981) 
whose long, peripatetic life Aëgerter found 
archived in a set of traveling trunks found 
in the building’s attic.

The Somnambulic Archive consists of 
four works, each derived from a seemingly 
minor artifact from that stash—portrait 
photographs, a couple of scrawled journal 

Laurence Aëgerter, The Horse’s Guide I (2012) from the Somnambulic Archive.
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copied journal pages are obscured by flash 
burn), and both phosphorescent and reflec-
tive yarns were deployed to make the imag-
es more difficult to read and less reliable.

What you see depends on where you 
stand and when darkness falls. In broad 
daylight the horse stands proudly alone 
(though one might wonder about the halter), 
but in the dark, the horse disappears and 
the spurned groom glows forth. In Séance  
Book, the script can only be seen in certain 
lights at certain angles, a neat parallel of  
the elliptical logic to the spirit message 
contained on its script: “all is all and has 
always been if you can grasp this… but know  
what passes on your planet is so infinitely 
small.” 

Finally, in tapestry form, the sublimely 
perverse survival of the wrapper is monu-
mentalized in tapestry, and the questions 
it raises become more insistent: what did it 
once contain (if anything)? If the contents 
were in fact burned, why was the wrapper 
kept? 

There are of course no answers to these 
questions, even though these were objects 
kept by a family that has shown itself, over 
the centuries, to be remarkably adept at 
managing its own history and belongings.  
What Aëgerter leaves us with are glow-in-
the-dark signposts for secrecy, the visual 
equivalent of a deafening silence.  

Wendy Artin 

Stone from Delphi (2012) 
Wendy Artin (images), Seamus Heaney 
(poetry) and Helen Vendler (introduction), 
152 pages (112 pages printed letterpress, 16 
unnumbered leaves for the illustrations 
printed digitally), 11 5/8 x 8 3/8 inches. Edi-
tion of 300. Typeset, printed, bound and 
published by Arion Press, San Francisco, CA. 
$1200.

Arion Press, now in its 38th 
  year, is well-known for having 
revitalized the livre d’artiste tradition in the 
late 20th century, bringing together signifi-
cant contemporary artists and important 
literary texts: among its 96 publications are 
Poetry of Sappho (2011) with prints by Julie 
Mehretu [see Art in Print, Vol. 1, No. 5], Witt-
genstein’s On Certainty (1991) with relief 
prints by Mel Bochner, and John Baldes-
sari’s addenda to Tristram Shandy (1988). 
This past year brought Stone from Delphi, a 
collection of poems with classical referenc-
es accompanied by ink-jet reproductions of 
watercolor drawings by an American artist 
resident in Rome. Described like this, the 
project may sound dusty and unpromis-
ing, the kind of contemporary art loved by 
people who hate contemporary art. It is not. 

To begin with, the poems are by Seamus 

Heaney, whose earlier project with Arion, 
Squarings (2003), matched 48 of his poems 
to 48 drawings by Sol Lewitt. Heaney, who 
won the Nobel Prize in Literature in 1995, is 
very much of the modern world, but he had 
a strong classical education and his touch-
stones include Virgil, Aeschylus, Horace, 
Ovid and Homer. 

The drawings are by Wendy Artin, whose 
practice of plein-air drawing may be vener-
able, but whose hand and sensibility are dis-
tinctly post-photographic. The subjects are 
all classical statues, rendered in sepia with 
the overblown highlights of over-exposed 
film. Reproduced at a 1:1 scale on watercolor 
paper with astonishingly high resolution, 
it is easy to read them not as prints but as 
actual drawings: the ink seems to puddle 
and bleed before your eyes, its placement 
offering indexical evidence of the rapt con-
centration of an artist at work. 

In this sense the drawings function 
much like the poetry—not because they 
both refer to ancient Rome—but because 
of the kind of attention that both demand, 
the necessity of moving between the plea-
sure embedded in the sound of the phrase or 
the shape of the shadow, and the kind that 
arises when those phrases and shapes snap 
together into a clearly visible but somehow 
unexpected whole.

Helen Vendler, who selected the poems 
and wrote the introduction, describes 
Heaney as “reclaiming, for modern ears, 
works inaccessible in their original lan-
guage to the common reader”; Artin’s draw-
ings do much the same thing for modern 
eyes. It may even be that for some “common 
readers,” a book like Stone from Delphi, with 
its beautifully set type and haptically 
inclined paper, reclaims the codex form 
itself. 

Wendy Artin, Jupiter (2012), watercolor. 
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John Baldessari
Soup (2012)
Eight multicolor screenprints, 38 x 24 1/4 
inches each. Edition of 50. Printed and 
published by Gemini G.E.L., Los Angeles. 
$7500 (not all images available individually); 
$60,000 the set of eight.

The practice of artists reworking images 
    from other artists has the subject of 
much intellectual hand-writing and some 
very high-profile litigation lately (Prince v. 
Cariou). John Baldessari, whose work has 
long appropriated images from anonymous 
sources, has chosen to stride into the middle 
of this brouhaha with a set of screenprints 
that reproduce the composition, brush-
strokes, and forms—everything except the 
actual colors and physical matter—of a por-
tion of Henri Matisse’s 1912 painting, Gold-
fish and Sculpture. This is not an obscure 
work of art, nor is it out of copyright, but the 
Matisse heirs appear to understand that art 
moves forward through an interweaving of 
repetition and change. Apprised of Baldes-

sari’s intention, they willingly granted 
permission.

 Baldessari’s Soups, while clearly repro-
ducing Matisse, don’t actually look much 
like Matisse. To begin with, Goldfish and 
Sculpture includes other things: there’s a 
shelf of books on the wall, an ambiguous 
backdrop that might be a view or might be 
a painting, and in the foreground alongside 
the fish, a vase of flowers and a female nude 
reclining in the classic hand-behind-head, 
twisted-hips, vamp pose. The bizarre scale 
relationship between the fish, the flowers 
and the nude is explained by the title: the 
figure is not a living person but a tabletop 
statuette. The painting is an exposition of 
nature and artifice, a catalogue of ways of 
representing.

 Baldessari, for whom the structures of 
artifice have constituted a life’s work, drops 
everything except the big cylinder of water, 
with its three too-large aquatic inhabitants. 
He then walks this clipping through the 
four basic color oppositions—black/white; 
red/green; yellow/purple; blue/orange—
flipping the colors of fish and water to pro-

duce eight images. What saves this from 
being a didactic color theory exercise are 
Matisse’s dancing forms and the captions 
below, which identify the picture as what it 
quite clearly is not, a soup. There is logic 
behind the absurdity, though—each hue of 
water is matched to a flavor: Carrot for 
orange, Pea for green, and so on right down 
to the unlikely Violet Soup. The look of log-
ic, the taste of goldfish, a semiotic soup. 

Peter Blake

The London Suite (2012)
Ten screenprints, image 50 x 50 cm, sheet 
66.6 x 65.2 cm each. Edition of 100. Printed 
by Coriander Studio, London, published by 
Paul Stolper Gallery, London. £1000–3000 
each.

Peter Blake made his name, art his- 
  torically speaking, with collage—from 
the painted conglomeration of figures, 
reproductions of famous paintings, and 
Life magazine covers seen in his early work 

John Baldessari, Soup (2012).
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On the Balcony (1955-57) to his ubiquitous 
photo-collaged album cover for the Beatles’ 
Sgt. Pepper’s Lonely Hearts Club Band (1967). 
He reprises this technique with innovation 
and humor derived from decades of revised 
technique in The London Suite, a series of 
silkprints that depict wildly imaginative 
scenes on the streets of the British capital.

 The London Suite is the latest installa-
tion of Blake’s “World Tour” series, which 
combines and re-presents vintage or stock 
imagery and allows cities such as Paris and 
Venice to be seen in a new, Pop-inflected 
light. London is shown through a series 
of postcard-style photographs of its most 

famous destinations, including Piccadilly 
Circus, Abbey Road and Hyde Park. In a 2010 
interview, Blake tied his interest in such 
images to a lifelong passion for the detritus 
of the past and cited a desire to transform 
“something that is really mundane, that has 
no aesthetic sense, is nothing [before] this 
process.”1 This impulse was realized, he 
claimed, through the ephemera found on 
his excursions, scanned, and altered to pro-
duce the present series.

 Each site in The London Suite is trans-
formed through collage: in Westminster 
Abbey—Animalia, monkeys scale the 
Abbey’s gothic façade while cheetahs, ele-

phants, and alligators gather before it. The 
absurdity of the scenario is enhanced by 
its basis in found photography—the origi-
nal photograph includes two men strolling 
in formal wear—and the similar vintage of 
both the original and appended sources, 
which allows them to fuse subtly. 

 Other prints from the suite, such as Pic-
cadilly Circus—The Convention of Comic Book 
Characters, more starkly juxtapose histori-
cal periods. In this image, London’s famous 
traffic junction has been fantastically over-
taken by superheroes and other animated 
figures, who fly through the air, congregate 
and perch on the statue of Eros. In its ridic-

Peter Blake, Abbey Road from the London Suite (2012).
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ulousness, the comic book imagery that 
was, in Blake’s earlier days, symbolic of 
modernity and contemporaneity now sim-
ply conjures a genre of nostalgia just a few 
decades displaced from that of the vintage 
postcard itself. This juxtaposition of 
degrees of history is enhanced by the serial 
format of the suite as a whole. The viewer 
progresses from one past to another, and 
from one absurd scenario to another, with-
out any sense of narrative progression or 
culmination. The screenprint technique, a 
longtime staple of Pop, contributes a 
mechanical, almost slick aesthetic that con-
trasts with the utter chaos seen within the 
prints and offers a tribute to the timeless 
irrationality of modern urban life. 
—Britany Salsbury

1. Interview between Nic McElhatton and Sir Peter 
Blake, Christies, 23 June 2012. www.christies.com/
features/2010-june-sir-peter-blake-interview-843-1.
aspx.

Mel Bochner

Talk is Cheap (2012)
Etching and aquatint, 56.5 x 76.8 cm. Edition 
of 20. Printed and published by Two Palms 
Press, New York, NY. $3600.

Amidst the post-Hurricane Sandy melée 
     of public outcry and press conferences, 
Mel Bochner’s modestly sized etching with 
aquatint, Talk is Cheap (2012) came to seem 
topical and singularly apropos. Bochner has 
been working with Two Palms Press for over 
a decade, producing prints whose subject 
matter is often literary. Many of these 

invoke clever word games, others traffic in 
popular phrases. This piece is one of the lat-
ter and is among the more intentionally 
boorish of his output. It is part of a group of 
three similarly angrily tough-talking imag-
es (the others are I’ve Had It Up To Here and 
Everybody Is Full of Shit, at the same size, in 
the same medium and with the same edi-
tion size). Executed in blue ink that has run 
down the page in places, the print has a 
casual insouciance that is appealing and 
provocative. The phrase “Talk is Cheap” is 
written in letters that call to mind the 
greasy finger writing one finds on dirty win-
dows. It looks as if someone made an unsuc-
cessful attempt to wipe the words clean, 
leaving a smear beneath the text. The work 
resonates powerfully with the crude signage 
and curt messages of frustrated people 
communicating their grief.  
—Charles Schultz

Martin Boyce

Brushing Against Strange Weeds (Reflections 
and Vibrations) (2004)
Brushing Against Strange Weeds (Shapes and 
Noises) (2004)
We Are Resistant, We Dry Out in the Sun 
(2004) 
Three color screenprints, image 89 x 60 cm, 
sheet 100 x 70 cm each. Editions of 25. Print-
ed and published by Dundee Contemporary 
Arts, Dundee, Scotland. £450 each, £1200 for 
the suite.

The abstract interlocking shapes in this 
  trio of screenprints refer to a subject 

with which Boyce has long been engaged: 
Jan and Joël Martello’s Cubist concrete 
trees, exhibited at the 1925 Exposition des 
Arts Décoratifs et Industriels Modernes in 
Paris. The three prints offer close variations 
on a single visual theme. The composition 
of the two Brushing Against Strange Weeds is 
the same, but the colors—red, blue, yellow 
and black—change position. We Are Resis-
tant… relies on similar, but not identical 
shapes, replaced black with white, and the 
primary colors are muted, as if seen through 
a fog.

 Using basic elements, often derived from 
the shapes suggested by the concrete trees, 
Boyce generates variations using an array of 
media. Often employing industrial materi-
als such as steel, plastic and concrete, Boyce 
produces installations and objects that are 
on the verge of art, architecture and graphic 
design. The simple orderings and re-order-
ings of shape and primary colors are remi-
niscent of self-assembly furniture, or even 
children’s toys; but it is the realization of 
those possibilities in actual material forms 
that transforms platitudes into poetry. 

The phrase Brushing Against Strange 
Weeds, which is also the title of Boyce’s 
exhibition held at the Modern Institute in 
Glasgow, is taken from the novel Coming 
Through Slaughter by Michael Ondaatje. 
Boyce’s subtitles refer to a correlation, often 
present in his work, between different sen-
sorial qualities that co-exist in an environ-
ment or a material. His play of variations 
has similarities with certain modes of musi-
cal composition, in which limited systems 
become the basis for unlimited ones; in 
which identifiable motifs become the basis Mel Bochner, Talk is Cheap (2012).

Martin Boyce, Brushing Against Strange Weeds 
(Reflections and Vibrations) (2004). Courtesy 
the artist and Dundee Contemporary Arts. Photo: 
Gilmar Ribeiro.

http://www.christies.com/features/2010-june-sir-peter-blake-interview-843-1.aspx
http://www.christies.com/features/2010-june-sir-peter-blake-interview-843-1.aspx
http://www.christies.com/features/2010-june-sir-peter-blake-interview-843-1.aspx
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for potentially endless adaptations that 
travel across mediums, and cross between 
senses. The noises and vibrations referred 
to in the titles are not simply poetic license 
but correspond directly to a visual order, 
albeit an obscure one. 

The repetition and reordering of the 
same elements feels like an attempt to 
exhaust the possibilities of one thing in a 
lifetime, but the derivations also create an 
internal unity in the work that travels across 
mediums. Inherent within the limited for-
mal language that Boyce adopts is a poten-
tial exhaustion of compositional possibili-
ties, which suggests both a lifespan for the 
work and the mortality of the artist.  
—Beatrice Schulz

Sebastiaan Bremer

To Joy: Nature’s Bosom (2012)
To Joy: Heavenly, thy Sanctuary (2012)
To Joy: Universal Time Machine (2012)
Archival inkjet prints with hand painting and 
collage, 36 x 36 inches each. Editions of 10. 
Printed and published by Lower East Side 
Printshop, New York, NY. $4000 each.
To Joy: The Good Spirit (2012)
Archival inkjet prints with hand painting and 
collage, 24 x 24 inches. Edition of 5, unnum-
bered. Printed and published by Lower East 
Side Printshop, New York, NY. $3000.

If, as Tolstoy promised, every unhappy 
    family is unhappy in its own way, some-
thing they may all share nonetheless is envy 
for the family in Sebastiaan Bremer’s To Joy, 
recently published by Lower East Side Print-
shop following Bremer’s residency there. 
The Dutch artist works mainly with his 
own family’s snapshots, drawing or paint-
ing on them, then enlarging and rephoto-
graphing them. The four he chose to use 
for these archival inkjet prints are from an 
idyllic-looking 1972 family vacation in the 
Alps. To the original images he has added 
hand-painted ink and dye spots of various 
sizes, some of which he has then cut out and 
replaced with small mirrors or paper cut-
outs. He recently described how he inten-
tionally heightened the handmade aspect 
of some spots and designed others to “dis-
appear into the emulsion and background.” 
As with his work generally, there is a won-
derful play between surface and image, the 
embellishment sometimes hovering atop 
the material and elsewhere entering into 
the image, becoming content. 

In the meadow in Nature’s Bosom, 
Bremer’s dots become blurred wildflowers, 
while in the upper half of the image, which 
recedes into mountainous distance, the 
density of dots thins so that they seem to be 
water spots on the surface. Universal Time 
Machine is composed of similar lower and 

upper registers of wildflowers and moun-
tains, but the technicolor spots have been 
launched dramatically into the space above 
like hot air balloons, which on first glance 
seem like they might be in the original  
photograph. Speaking about the play 
between obvious embellishment and illu-
sion, Bremer says he likes “that point 
between the two, where you see how it’s 
made but the magic still works.” It’s that 
space into which the viewer is pulled and,  
he hopes, able to engage with the image 
more, projecting one’s own associations. 
The small added mirrors are an added 
invitation.

Bremer’s spots are unmistakably buoy-
ant—sometimes rising, sometimes static, 
but never heavy or ominous. They are 
indeed joyous. The series title—and each 
print’s subtitle—is from Friedrich Schiller’s 
1785 Ode to Joy (famously, the lyrics for the 
finale to Beethoven’s Ninth Symphony). The 
poem is crammed full of unbridled exuber-
ance, urging the reader to take part—“be 
embraced millions, this kiss for the whole 
world”—just one gleeful beckoning. Bremer 
describes the revelation of finding the nega-
tives for To Joy, never developed and in per-
fect condition. They presented an untar-
nished “slice of life,” a golden moment that 

seemed possibly all the more so because he 
hadn’t been there (a young baby, he was left 
at home for this family vacation). Bremer 
wanted to expand on, to “amplify,” the 
moment in the photographs and, with 
Beethoven’s jubilant Ninth Symphony turned 
up loud, he found himself making these 
marks, “beautiful sparks of the Gods” (a ref-
erence to Schiller’s original poem). Of 
course Bremer recognizes that the 1972 
world in which these photos were set, and 
the family life at their center, were not so 
utterly blissful. As he put it; “plenty prob-
lems in the world then. But not here on the 
top.” 

Enrique Chagoya

Illegal Alien’s Meditations on el Ser y 
la Nada (2012) 
Accordion-folded, color lithograph with 
chine collé on handmade Amate paper, 14 x 88 
inches unfolded. Edition of 30. Printed and 
published by Shark’s Ink, Lyons, CO. $3600.

This is Enrique Chagoya’s 13th accor- 
      dion-folded, editioned codex on Amate 
paper, and the twelfth produced with Bud 
Shark [see article on his previous codices 

Sebastiaan Bremer, To Joy: Heavenly, thy Sanctuary (2012).
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in Art in Print, Vol. 1, No. 6]. Like the oth-
ers, it uses the format of the pre-Columbian 
Mesoamerican book to host a riot of his-
torical and contemporary imagery—sweep-
ing up the threads that get dropped when a 
nation decides to weave the definitive story 
of its history and identity. 

The Illegal Alien of the title is Chagoya’s 
Everyman, a creature of Candide-like inno-
cence on whom Chagoya’s books and prints 
impose every rapturous answer our culture 
has brought to bear on the cosmological 
quest for meaning. Previous codices have 
proposed to guide him/her through the his-
tory of species (2008), the complexities of 
critical theory (2008), the concept of relative 
surplus value (2009) and plain survival (2011). 
Now, taking his cue from Jean-Paul Sartre’s 

Being and Nothingness, this Illegal Alien is 
given fodder for ontological musings. 

As in all Chagoya’s work, of course, the 
how-to book promise of clarity is betrayed 
by the contents, a wildly heterogenous 
eruption of multi-culti pop-cultural clip-
pings, hand-drawn cartoons and collid-
ing narratives. The pages of earlier Illegal 
Alien codices were unified by one visible 
compositional thread: Histoire Naturelle des  
Espécies: Illegal Alien’s Manuscript unfolds 
to form a rolling landscape set before a  
city wall; the diverse elements of Illegal  
Alien’s Guide to the Concept of Relative Sur-
plus Value are all adrift on a single storm- 
tossed sea; in Escape From Fantasylandia: 
An Illegal Alien’s Survival Guide, a river runs 
through it.

As befits its title, the unifying principal 
of Illegal Alien’s Meditations on el Ser y la 
Nada is abstract, not topographical. Each 
page operates along its own organizational 
rules, tied to the next through proximity 
and a variety of spills, strokes and dribbles 
in a particularly bloody red. Scattered over 
these pages we find familiar Chagoya 
motifs: Superman, Aztec gods (here perched 
atop a mid-century console television), 
absurd white guys in pith helmets and so on, 
but there is more space between them than 
in earlier books, a visual openness that 
allows more room for thought. The artist 
seems less intent on controlling every 
square millimeter of the surface. The last 
page (the one all the way at the left when 
unfolded) is covered in Mayan numbers 
stacked in grids. This repetitious, medita-
tive structure is disrupted by cartoon clip-
pings, a four-eyed skull and various other 
bits and bobs that break the surface, vying 
for attention. One can flip between the pro-
found abstraction of numbers and the topi-
cal business of representation. The question 
is: which is el ser and which is la nada?  

Kwang-Young Chun 

Aggregation 12_JN_02 (2012)
Mixografía® print on handmade paper,  
26 3/4 x 38 1/2 inches. Edition of 40. Printed 
and published by Mixografía, Los Angeles, 
CA. $5,000.

The shadows from Kwang-Young Chun’s 
         Aggregation 12_Jn_02 carved an unusual 
cityscape on the wall of Mixografía at INK
Miami. Is it sculpture or is it print? Resem-
bling aerial views of cities or groupings of 
populations over space and time, Chun’s 
topographical prints cast actual shadows. 
Though somberly monochromatic, they are 
playfully ironic in their use of print (text) on 
paper to make prints on paper in a sculptur-
al way that has an abstract ability to com-
municate without being legible. 
 Small, pyramidal monochromatic shapes 
pop up from the surface of Chun’s prints 
and are separated by thin lines a few inches 
apart, which divide the compositions like 
the creases in a folded map. These recall the 
linear structures of Agnes Martin, while the 
physical surfaces aggressively allude to the 
ordered chaos of Jackson Pollock or Mark 
Toby. They reveal both Chun’s appreciation 
for both Abstract Expressionism, acquired 
during graduate school in Philadelphia, and 
for the traditional Korean art training he 
received as an undergraduate. 
 It makes perfect sense that Chun found 
his way to Mixografia to translate his huge 
sculptural paper conglomerations of geo-
metric shapes into prints. (This is his sec-
ond project there.) Chun created 3-D col-Enrique Chagoya, detail of Illegal Alien’s Meditations on el Ser y la Nada (2012).
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lages on boards, made from triangular and 
rectangular shapes covered with torn bits 
of Chinese and Korean texts. These texts 
were reprinted with an equivalent of “puff 
paint” or raised ink, which Chun then tore, 
reconfigured and hand-dyed to cover shapes 
he adhered to the surface of his orignal 
model, from which Mixografia then made a 
mold. They then spent over two years mix-
ing, molding, inking and pressing to devel-
op the dimensional copper template from 
which to pull the prints. It takes 8 hours 
to pull one print: inking the plate with 
various colors and densities of ink, working 
in, on and around the shapes; making the 
paper and laying it, still wet and pulpy, on 
the landscape of the plate, stretching over 
shapes resembling tiny mountain ranges, 
cityscapes and valleys; running it through 
the press at very high pressure.

Chun’s multinational career has shaped 
his understanding of communication and 
societies, and his intention is to “express the 
conflicts and struggles … between people, 
or between the past, present and future, 
though delicately hidden behind a danger-
ous harmony.” With illegible fragments of 
text arranged over sculpted surfaces, Chun 
creates harmonious areas that fade from 
light to dark in the manner of a flock of birds 
changing direction. Lower, lighter reliefs 
congregate at the top of the prints, while 
larger, higher, darker elements collect near 
the bottom, suggesting gravitational pull or 
the way certain groups of people bunch up 
in particular parts of cities. It is impossible 
not to think of these as city maps with grids 
and crease lines. 

Chun compares his work to “the scars of 
our bodies, conflicts between society mem-
bers, wars between nations, man’s exploita-

tion of nature and nature’s suffering from 
it—all units and the natural, social groups 
they constitute are dynamically conflicting 
with each other,” and wants it to “document 
‘the force and direction of their energy.’” 
With their cast shadows from 3-D compo-
nents arranged in meaningful, abstract 
compositions, Chun’s prints, physically, 
mentally and ironically confound and com-
pel.   —Jenny Gifford

Michael Craig-Martin

Art & Design (2012)
A set of ten screenprints, 39 x 17 3/4 inches 
each. Edition of 50. Printed by Coriander 
Studios, London, published by Alan Cristea 
Gallery, London. $17,000 the set.
Globalisation (2012)
Inkjet on two sheets of Hahnemühle Photo 
Rag Bright White 310gsm paper, left: 111.8 x 
91.4 cm, right: 111.8 x 22.8 cm. Edition of 40. 
Printed by Andrew Turnbull at Digital Print 
Studio, London, published by Alan Cristea 
Gallery, London. $3400.

Michael Craig-Martin occupies a  
 position in the UK similar to that 
of John Baldessari in the US—an illustrious 
mentor to younger leading lights and a seri-
ously important artist in his own right. Like 
Baldessari, Craig-Martin has spent decades 
analyzing the irresistible visual confections 
cooked up by the creative entities of “the 
media.” Baldessari has focused much of his 
career on the stagey narratives of film and 
photography, but Craig-Martin’s gimlet eye 
has been omnivorous in its attention. High 
art, typography, consumer goods, maps, all 
have been plucked from the messiness of the 

Kwang-Young Chun, Aggregation 12_JN_02 (2012).

real world and distilled by Craig-Martin’s 
synthesizing imagination. 

 As a graduate student at Yale in the 
1960s, Craig-Martin worked with Alex Katz, 
Al Held and Josef Albers, and if his gift for 
cleanly calibrated compositions and color 
schemes can be seen as owing something to 
his training, his delight in the upending of 
meaning is entirely his own. Everything he 
makes looks like it means something—not 
necessarily something profound, but some-
thing definite, announced with lapidary 
precision. 

 The ten-part suite Art and Design deliv-
ers exactly what it promises. Each screen-
print sets a famous work of contemporary 
art against an iconic Modernist chair,  
both limned with the detail-free clarity 
of a physics textbook illustration. Marcel 
Duchamp’s Bottle Rack hovers above Mar-
cel Breuer’s 1932 chaise longue; Jeff Koons’ 
pseudo-inflatable bunny above le Corbus-
ier’s Basculant chair. These objects were 
once loaded with transformative, difficult 
meanings; these days they are comfortably 
collectable (most of the chairs can be col-
lected at doll house scale). The arrangement 
suggests an equation, but whether that is 
formal or chronological, material or con-
ceptual, is difficult to say. The difficulty of 
saying is, of course, Craig-Martin’s point.

Michael Craig-Martin, Koons / Le Corbusier from 
the series Art & Design (2012).
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Elizabeth Price, Places Where People Resort from the Eastern Pavilions’ Print Portfolio (2012).

In the diptych Globalisation, the map of 
Asia is paired, in time-honored pedagogic 
mode, with a typographic key, but things 
go wrong fairly quickly. The landmass of 
China is labeled ‘Germany’ and its three 
major cities are ‘Washington’, ‘San Fran-
cisco’ and ‘New York’. Off the coast, beyond 
the divided Korean Peninsula (‘Belgium’ 
and ‘The Netherlands’) lies not Japan but 
the U.K. and its capital, Chicago. If you’re 
the type of person who like puzzles, you will 
try to deduce some kind of standing prin-
cipal behind the name swaps—Japan and 
the UK are both island kingdoms; Germany 
and China are the most massive economies 
on their respective continents; Estonia, 
Latvia and Lithuania have a recent his-
tory of imperial occupation just like Laos,  
Cambodia and Vietnam. The problem is 
that no single principal works for all of them. 
What exactly links Portugal and Mongolia? 

The key provides no answers; repeat-
ing these double identities in word form,  
it offers information without reason,  
knowledge without a place to park.

 All these prints look great. The phrase 
“eye candy” could have been invented to 
describe them. But the gulf between clarity 
of design and clarity of meaning has rarely 
been so been so deftly mapped.  

Rupert Deese

Array 1000 (2012)
Five woodcuts: yellow, green, dark blue, pale 
blue and red, image 100 cm diameter, sheet 
45 x 45 inches. Editions of 15. Printed and 
published by Manneken Press, Bloomington, 
IL. $2500 each, $11,250 for the suite of five.

This is the fourth series of a projected 
  five in the body of circular woodcuts 

that Rubert Deese has created under the 
collective title Arrays. Each series is defined 
by the diameter of the circle: the first three 
measured 350mm, 500mm and 750mm; the 
fifth series will be 1400mm across. This one 
is a perfect meter. 

Like the other series, Array 1000 consists 
of five relief prints in different colors and 
patterns based on a nine-part radial divi-
sion of the circle. The rules Deese has estab-
lished require that all subdivisions of the 
circle articulate an equivalent area, whether 
that takes the shape of the classic narrow 
pie slice at the center or a thin extended arc 
around the periphery, whether the circle is 
divided into 27 parts (Array 1000/Pale Blue) 
or 1,152 (Array 1000/Dark Blue). 

 The lines that mark these territories 
are cut into the wood meticulously, but by 
hand. There are places where the spokes 
don’t meet quite perfectly, where one line 
ever so slightly overshoots its junction with 
another. These moments call attention to 
the physicality of the prints, their material 
history and presence in the world. 

Deese says his work derives from specific 
landscapes, in this case the headwaters of 
the Merced and Tuolumne rivers in Cali-
fornia. (He has built wall reliefs whose  
proportions reflect the topography of the 

Rupert Deese, Array 1000 / Dark Blue (2012). Cour-
tesy Nancy Hoffman Gallery and Manneken Press.
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two rivers’ watershed in the central Sierra 
Nevada Range. But there is no Ansel Adams 
pictorialism here—the landscape is reduced 
to a set of abstract proportions and rela-
tionships. It is hard, even impossible to see 
these prints as landscapes, but to see them 
as reflecting something larger than them-
selves, some intersection of the world out-
side and the structuring mind within, is 
easy.  

Eastern Pavilions

Print Portfolio (2012) 

Adam Bridgland, Always Thoughts of 
Tomorrow in Mind (2011)
Screenprint
Andy Holden, Untitled (2011)
Screenprint with googly eyes
Coco Crampton, Arsy-Versy 
Woodcut, 60 x 42 cm
Colin Self, How He Felt in the Presence 
of Butterflies (2011)
Drypoint, 46.2 x 38.7 cm
Demian Flores, Untitled (2011)
Screenprint with gold leaf, 37 x 27 cm
Elizabeth Price, Places Where People Resort 
(2011)
Screenprint
Frances Kearney, Untitled I (2011)
C-print
Gareth Bayliss, MURDER II (2011)
Screenprint
Kate Owens, Extra Works (2011)
Relief print
Nigel Henderson, Stopping Out, Grove Road, 
Bethnal Green, Wall Painting. Photograph 
c. 1949-53 (2011)
Contone print from the original photograph, 
31.5 x 38.5 cm. Printed by The Curwen Studio, 
Cambridge, UK.
Ryan Gander, md,ddkmddsdpo (2011)
Screenprint
Tris Vonna-Mitchell, Concave Puzzlers (2011)
Offset lithograph
Twelve  prints in various media, A2 paper,  
59.4 x 42 cm each unless otherwise specified. 
Edition of 144. Published by Eastern Pavil-
ions, Cambridgeshire, UK. £1000 for the set.

The Eastern Pavilions Portfolio is a col- 
 lection of twelve prints co-published 
by a network of art institutions in the East 
of England. (Each member organization 
commissioned a print from an artist with a 
connection to the region or to the gallery’s 
program.)

The red and white blocked patterns run-
ning horizontally across the paper of Ryan 
Gander’s md,ddkmddsdpo (commissioned  
by Kettle’s Yard in Cambridge) resemble 
Aran knitting patterns, but actually derive 
from the red zigzag used to highlight spell-
ing mistakes in Microsoft Word. In Untitled, 

Andy Holden (Bedford Creative Arts) play-
fully disrupts the mechanized reproduc-
ibility of the print by sticking googly eyes  
in different positions onto each impression 
by hand. The prints depict a starry sky at 
night, in which the eyes look like prominent 
stars. 

One of the highlights of the portfolio is 
Places Where People Resort by 2012 Turner 
Prize winner Elizabeth Price. This screen-
print (commissioned by Outpost in Nor-
wich) makes the exclamation “HERE,” and 
in so doing sets up a problem: the word 
seems to mark a particular spot, but with 
144 impressions in the edition, “here” is also 
“there.” In Price’s film The Woolworths Choir 
(1979) on view at the Turner Prize Exhibi-
tion at Tate Britain, ‘here’ is repeatedly used 
to locate missing events, past or possible, on 
maps or photographs, in a process of foren-
sic reconstruction of evidence. Dissociated 
from a present, the word marks the absence 
of what is ‘no longer here,’ or ‘yet to be here.’ 

In the context of a portfolio organized on 
a regional, geographic principle, however, 
Price’s HERE can be seen in another light. 
The history of printing in the East of Eng-
land goes back to the 16th century, when a 
number of presses were established around 
the University of Cambridge. Price’s design 
choices make reference to the logos, bill-
boards and manifestos of early 20th-centu-
ry industrial design, rather than to pictorial 
fine art print traditions such as etching.  
The Eastern Pavilions Portfolio reassures us 
that by establishing a network of institu-
tions in the area, which benefit from a prox-
imity to the capital but are also able to 
maintain a separate integrity, this rich his-
tory will continue to thrive.   
—Beatrice Schulz

Spencer Finch

The River That Flows Both Ways (Hudson 
River, June 12, 2008; 9.20 am, 11.29 am, 12.10 
pm, 3.54 pm, 7.08 pm) (2011)
Suite of five sheets of double-couched  
pigmented, overbeaten abaca with trapped 
bubbles, 53.34 x 66.04 cm each. Edition of  
30. Printed and published by the Brodsky 
Center for Innovative Editions, New Bruns-
wick, NJ. $7500.

In 2008 Spencer Finch embarked on a  
   tugboat journey up the Hudson River, 
photographing the water as he went along. 
He took photographs at one-minute inter-
vals, accumulating roughly 700 images. 
Finch then turned these snapshots into col-
ored panes of glass, which were temporar-
ily installed along New York’s High Line in 
the summer of 2009. This paper series is an 
extension of that project. 
 Each of these five works refers to the  

The River That Flows Both Ways (Hudson River, 
June 12, 2008; 9.20 am, 11.29 am, 12.10 pm, 3.54 
pm, 7.08 pm) (2011)
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river seen at one of the times listed in the 
title. Texture and color are their main fea-
tures. The churned and crinkled appear-
ance of the work—Finch uses handmade 
sheets of abaca—is the consequence of air 
bubbles that have been trapped between 
two layers of paper. Typically the layered 
paper would be pressed smooth, but Finch 
elected not to do this, preserving the imper-
fections that give the work its textural 
charm. Looking both heavily worked and 
fragile, the crimpled paper suggests roiling 
waters while the lovely shades of blue and 
green convey a sense of languid tranquility. 
It is a soothing portrayal of a river that 
seems at odds with the surging ferocity the 
Hudson displayed during Hurricane Sandy. 
Not only does the river flow both ways, it 
can flood a city too.  
—Charles Schultz

Roland Fischer

Façades on Paper IV (2012)
Eight screenprint on two-ply museum board, 
35 x 25 inches. Edition of 100 each. Printed 
and published by Durham Press, Durham, 
PA. $1200 each, $7500 the set.

This is the fourth set of screenprints 
 Roland Fischer has adapted from his 
architectural photographs. Each isolates 
a section of a building façade, filling the 
picture plane edge-to-edge with repeat-
ing geometries that hover on the brink of 
abstraction. The original photographs are 
nearly six feet tall (180 x 125 cm) and, mount-
ed without frames, are almost architectural 
in themselves. But they are also weirdly “vir-

tual”: scrubbed clean of dirt, rust, people  
or bugs, these real things come to look like 
CAD-renderings of imaginary ones. 
 Many of the buildings are recognizable 
to anyone who pays attention to modern 
architecture: the armadillo hobnailed sur-
face of the Selfridges Building in Birming-
ham (UK), the chromatic riot of the Muse-
um Brandhorst in Munich or, in Façades on 
Paper I (2001), the once banal, now heart-
breaking, silver stripes of the World Trade 
Center. These buildings can be identified 
from flat snippets because architects are 
increasingly being asked to provide “signa-
ture” structures for corporations and muse-
ums—three dimensional spaces that work 
like two-dimensional logotypes to help 
publicize a brand.
 Fischer extends this game into a further 
round: the physical building that was devel-
oped through digital renderings, with an 
eye toward its potential thumbnail pictorial 
reproduction, is represented through digi-
tally altered photography as flawless pat-
tern, then given a new, flat, shiny physicality 
on the wall. Finally it is re-reproduced at a 
domestic, “collectable” scale in screenprint, 
with an entirely different and highly specific 
set of surface properties. 
 The drunken checkerboard of the Port 
1010 Building in Melbourne’s Digital Har-
bour could have been built with Fischer’s 
camera in mind. Digital Harbour describes 
the building’s façade as referencing “the 
themes and visual codes of our technologi-
cal era. Offset precast concrete panels and 
solar glazed curtain walling allude to the 
visual language of circuit boards, bar codes, 
morse codes [sic] and binary numerals.” It 
takes careful looking at Fischer’s print to 
recognize the black rectangles as windows 
and the orange stripes as architectural 
masonry. Look still closer at the screen-
print, however, and what reads as shadow 
beneath that masonry is revealed as a bunch 
of tiny dots on paper, the familiar photo-
mechanical sleight of hand. Two dimen-
sions or three? Photographic document or 
imaginative eye-candy? Corporeal shelter or 
corporate shill? Check D for “all of the 
above.” 

Tony Fitzpatrick 

A Blue-Eyed Story (2012) from the  
American Etchings series 
Etching with color aquatint, 5 x 7 inches. 
Edition of 45. Printed and published by Black 
Shamrock Press, Chicago, IL. $1200.

Tony Fitzpatrick’s American Etchings is 
 a projected series of some 50 prints 
based on the artist’s long-standing inter-
est in the lost histories and cultures of the 
American past. In the tiny space of A Blue-

Eyed Story he packs in ante-bellum New 
Orleans, Native Americans and hobos. 
 The wide-open, blue eye at the center 
of the image is encircled by a symbol from 
the Hobo Code: a green ring broken by two 
short arrows pointing outwards. Such marks 
were used by itinerant workers riding the 
rails in the mid-19th to early 20th century: 
some offered advice on where to find food or 
shelter, others were urgent warnings. This 
one, Fitzpatrick says, means: “Get Out Fast! 
Off the Tracks. Head For The Road.” 
 For Fitzpatrick, these symbols invoke 
dense historical narratives: after the Civil 
War, the railroads became a freeway for 
the unemployed and dispossessed as well as 
for union organizers. But where the labor 
organizers went, so went the cops, Pinker-
tons and railroad bulls. Trains were busted, 
and both hobos and organizers were beaten 
and killed. The innocuous green ring in The 
Blue-Eyed Story is an alarm bell: the train 
has been compromised and railroad bulls 
are hiding in wait. 
 Fitzpatrick is at core a storyteller. In 
addition to this small etching, A Blue-Eyed 
Story exists as a collage, an oral narrative 
and a brief essay on his website. All refer  
to William Faulkner’s short story Barn  
Burning: the collage is inscribed, “It is a  
story that ends with barns burning, and 
horses screaming, just trying to stay in the 
world.” The bright blue eye is joined by a 
long tear, dripping from the eye’s outer 
corner, which contrasts with the rays that 
Fitzpatrick has drawn shining out from the 
pupil. 
 1939 to 2012, from the Great Depression 
to the Great Recession: American workers 
remain caught up in the struggle for a better 
life. Bulls no longer hide in train cars to pre-

Roland Fischer, OIO Melbourne from the series 
Façades on Paper IV (2012).

Tony Fitzpatrick, A Blue-Eyed Story from the 
American Etchings series (2012).
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vent workers from organizing, governors 
simply sign new laws. As in all his American 
Etchings, the background of A Blue-Eyed  
Story is strewn with symbols, artifacts, and 
metonyms pointing to another chapter of 
the story at hand, which Fitzpatrick will 
eventually untangle. Fitzpatrick wanders 
across the print surface, like hobos across 
the continent, leaving coded traces behind: 
the rainbow-colored balloons, the planted 
oar, the lampposts, the target-like marker 
and the green, antique cartography of road-
maps. This is the story of America. 

Dianna Frid
 
Sieve #1 (2012)
Color lithograph with chine collé, debossing 
and collage.
Sieve #2 1 (2012)
Color lithograph with chine collé, debossing, 
collage and pearlescent powder.
Sieve #3 1 (2012)
Color lithograph with aluminum leaf and 
pearlescent powder.
Sieve #4 1 (2012)
Color lithograph with copper leaf,  
13 1/2 x 11 inches each. Edition of 20. Printed 
and published by Shark’s Ink, Lyons, CO. 
$950.

Dianna Frid’s abstract compositions 
       owe their off-kilter structures to the 
unexpected awkwardness of facts-on-the-
ground. To jump start her images she relies 
on documentary representations of physical 
phenomena (an earlier series derived from 
meteorological cloud classifications); and in 
realizing them she has a distinct fondness 
for stuff—fabric swatches and metal leaf 
and other substances that call attention to 
their irreducible matter. 
 Each of the prints in the Sieve series has 
origins in a fragment of a high contrast pho-
tograph of a “sieve-like” object. Each image 
retains some representational element 
(though ‘representational’ and ‘identifiable’ 
are two different things), but this content is 
largely overwritten by the artist’s imagina-
tive response to the found element. 
 Sieve #2 suggests a hybrid between a 
make-up mirror and a starfish in the midst 
of a game of cat’s cradle. Sieve #4 manages  
to suggest pineapples, a pavé clutch and 
Josephine Baker’s banana skirt all at the 
same time. As these catch-all descriptions 
attest, there is nothing predictable here. 
The viewer gets to witness an artist experi-
menting with form—or to put it less  
pompously, messing about with stuff.  
Frid lets us in on the magical moment when, 
against all odds, machined perforations, 
energetic scribbles and some aluminum 
come together as something cogent and 
entirely new. 

Carlos Garaicoa
Acumulación / Accumulation (2012)
Seven-run screenprint on self-healing cut-
ting mat, 8 3/4 x 11 7/8 inches. Edition of 30. 
Printed and published by Graphicstudio/
USF, Tampa, FL. $1500.
Mi última palabra / My Last Word (2012)
Seven-run screenprint on self-healing cut-
ting mat, 17 3/4 x 11 7/8 inches. Edition of 
20. Printed and published by Graphicstudio/
USF, Tampa, FL. $2200.

In nearby boroughs, some houses lay actu- 
    ally heaped upon one another, destroyed 
and fused together by the strength of Hurri-
cane Sandy, so Carlos Garaicoa’s two images 
on view at New York’s IFPDA Print Fair in 
early November seemed not only famil-
iar but alarmingly of the moment. In one,  
Acumulación / Accumulation, a mound of 
houses is at once falling and rising. The 
structures are collapsing, yet growing 
out of one another, making it difficult to  

decide if the ladders are escape plans, or  
in fact a way to enter in. In the other,  
Mi última palabra / My Last Word, a man 
showers, the blood-red spray filling the 
shower to the man’s chin, flooding the space 
around him. 
 Of course, the roots of these prints lie 
not in storm-ravaged New York City but in 
Havana, Cuba, the inspiration for much of 
Garaicoa’s multi-media work, which exam-
ines urban life largely through the lens of 
architecture, planning, decay and rebirth. 
Despite this local geographical focus, Gara-
icoa’s aim is universal. These two prints are 
unmoored from architectural specificity, 
inhabiting general contradictions of public 
and private that are familiar territory for 
Garaicoa.
 A recent exhibition of the artist’s work 
at the University of South Florida Con-
temporary Art Museum included architec-
tural models, paper sculptures, light boxes, 
altered photographs and cut-tape draw-
ings done on rubber cutting mats. The last  

Dianna Frid, Sieve #3 (2012).
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comprised the second half of a two-part 
work, The Word Transformed (2009)—two of 
the seven drawings were chosen by Garaicoa 
to realize in print at USF’s Graphicstudio. 
The images were made as screenprints on 
self-healing cutting mats, a common mate-
rial in an artist’s studio. Printer Matthew 
Squires explained that the material does 
not absorb ink like uncoated paper, so the 
ink sits on the surface mimicking the slight 
elevation of tape. This effect is enhanced by 
the gloss of the ink—Squires tested many 
before finding the one that best evoked that 
of the original packing tape used. The crisp, 
raised edges of the lines are visible but so 
is the pre-printed grid of the cutting mat 
underneath, and the conspicuousness of the 
materials returns the viewer to the artist’s 
studio. The melodrama of the two narra-

tives is contradicted by the methodical grid 
and extreme smoothness of their surfaces.
 The Word Transformed is in part about 
billboards in Havana, both real and imag-
ined by the artist. Garaicoa has an ongoing 
interest in claiming public places like empty 
government billboards and revising them, 
imagining new texts and imbuing them 
with personal meaning. Garaicoa’s cut-tape 
drawings were laid out on worktables; some 
were imagined designs for billboards, but all 
speak to what USF curator Noel Smith 
describes as “the freedom of the artist to 
stand at the worktable, follow his inspira-
tion in the moment and create directly and 
impulsively on a material such as the artist’s 
cutting mat.”1  —Sarah Andress

1. Email correspondence with the author.

Katie Goodwin

Dawn of the Rainbow (2012) 
Six-color screenprint, 47 x 57 cm. Edition 
of 25. Printed by Jealous Print Studio, Lon-
don, published by Grey Area Multiples, Paris. 
€650/£500.

Dawn of the Rainbow, commissioned 
 by the Paris-based editions and mul-
tiples project, Grey Area, is a print derived 
from a film of the same name by Katie  
Goodwin, and refers to two disparate 
moments in the history of cinema. In 
her films, Goodwin works with unseen 
and unheard fragments of films—in this 
case the leader film at the beginning of a 
roll, which was used to thread the projec-
tor—from well-known Hollywood movies. 
Goodwin recontextualizes these ephemera 
as the main feature, restaging the history of 
cinema as the history of the physical mate-
rial of film.
 For the film Dawn of the Rainbow, Good-
win has taken the leader from The Wizard 
of Oz, one of the first feature films to be 
produced using the Technicolor “three 
strip” process, in which three strips of film 
were recorded simultaneously through 
red, green and blue gels, and then printed 
in cyan, magenta and yellow. The Wizard  
of Oz famously begins in sepia-tinted black 
and white, and breaks into color when Dor-
othy reaches Oz. The image for the print 
is taken from one frame of the leader in 
which the letters “C-M-Y”, each printed in 
its corresponding color, are layered one on 
top of the other to show all the possible col-
ors made by combining cyan, magenta and 
yellow. 
 If the first historical moment referenced 
by the print is the invention of Technicolor, 
or the “dawn of the rainbow,” as Goodwin 
puts it, the second is the current passing 
of film into obsolescence with the advent 
of digital technology. Watching an excerpt 
of Goodwin’s film on my laptop, I became 
aware that the quality of the film, as with 
all material qualities, is subsumed and flat-
tened by its digital reproduction. 
 As more and more cultural products are 
experienced through LCD screens, obsolete 
mass media such as paper and film become 
fetishized for their materiality. Both film 
and screenprinting are analog printing pro-
cesses, in which absolute reproducibility is 
not possible, since each time the image is 
printed there are inevitably slight qualita-
tive differences. In this print for example, as 
each layer is printed separately, there may 
be slight shifts in positioning, and the dis-
tribution of the ink will vary each time it is 
drawn across the screen in the printing pro-
cess, contributing to each impression’s sin-
gularity.   —Beatrice Schulz

Carlos Garaicoa, Acumulación / Accumulation (2012).
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Marie Harnett
Factory Girl  Series (2012)
Leopard Print (2012)
Brillo (2012)
Smoke (2012)
Harmonica (2012) 
Cinema (2012)
A series of five hand-rocked mezzotints, 
image 6.8 x 12.4 cm, sheet 18.0 x 25.3 cm each. 
Edition of 35. Printed by Pete Kosowicz at 
Thumbprint Editions, London, published by 
Alan Cristea Gallery, London. $3800 framed  
set; £500 each, £2250 for the set.

Marie Harnett is a young British art- 
              ist who has become known recently 
for her tiny, meticulous pencil drawings 
of film stills. She’s drawn everything from 
The Prestige (2006) to the yet-to-be-released 
Leonardo diCaprio version of The Great 
Gatsby. Harnett employs the standard mov-
ie screen proportion of 2.4:1, but at a Lilli-
putian scale. The drawings are just 4.4 cm 
tall by 10.7 cm wide. Technicolor becomes 
grey-scale, the magnificent becomes inti-
mate and the colossal compartmentaliza-
tion of responsibilities that leads to seven-
minute-long credit sequences is reduced to 
the concentrated marks of a single hand. 
The result is somewhat stiff, defiantly artifi-
cial and seductively engaging.
 For this print series, Harnett taught her-
self the arcane technique of mezzotint, an 
18th-century process in which an intaglio 
plate is laboriously roughed up and then 
selectively smoothed out (the rough areas 
catch ink that can be wiped from the 
smooth areas, so the artist “draws” the 

whites by burnishing the rough metal). 
Mezzotint was invented as part of the long 
printerly quest to reproduce tone rather 
than just line, and its proto-photographic 
granularity has been exploited by other con-
temporary artists (most notable Chuck 
Close). In Harnett’s case, the bijou scale,  
the soft slide from light to dark and the vel-
vety blacks of the medium lure the viewer 
into close looking. There is nothing impro-
visatory about mezzotint, and Harnett uses 
it to ratchet up the sense of contrivance 
implicit in all good movie stills. The scenes 
are pulled from Factory Girl, the 2006 biopic 

about Andy Warhol’s ill-fated, blue-blooded 
muse, Edie Sedgwick. Harnett gives us a 
carefully staged rendition of the actress 
Sienna Miller performing a carefully staged 
rendition of Edie Sedgwick, in whom War-
hol recognized a damaged girl performing a 
carefully staged rendition of an imagined 
self. Artifice as tragedy. 

Patrick Hughes
My Room (2012)
Handy (2012)
Venetian (2012)
Picassos (2012)
Hand-painted multiples with archival ink-
jet, 45 x 102 x 20 cm to 43 x 88 x 18 cm.  
Editions of 50. Printed by Andrew’s Print 
Works, Poole, Dorset, UK, published by  
Flowers Gallery, London and New York. 
$4000–16,000. (Some editions sold out.)

Gimmick” is rarely used as a compli- 
        ment. Like “pun” it implies a shallow 
preference for mucking about with form 
at the expense of content. But content is 
always, of course, dependent on form for 
its working life, and in the work of certain 
artists—Marcel Duchamp, Jasper Johns, 
Bruce Nauman—we have been able to rec-
ognize the visual and/or linguistic pun 
as something potentially profound, a way 
of articulating the unreliable workings of 
“meaning” or at least its communication. 
Patrick Hughes has been working with 
these ideas for 40 years: his artworks have 
explored optics and illusion, while his writ-
ings have pursued the philosophical impli-
cations of paradoxes, conundrums and 
riddles. Hughes’ “reverspectives”—a form 
he has been toying with since 1964—are 

Katie Goodwin, Dawn of the Rainbow (2012).

Marie Harnett, Cinema from the series Factory Girl (2012).
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three-dimensional wall constructions in 
which the parts that are painted to look like 
perspectival recession actually protrude 
physically into the viewer’s space. In repro-
duction (as on this page) they simply look 
like a long set of zigzagging walls, rendered 
in a simple illustrative style reminiscent of 
Magritte. That’s also what they look like in 
person as long as you stand still. As soon as 
you start to move, however, everything gives 
way: walls move backward and forward, and 
their positions slip relative to the solid space 
around them (the real wall) in queasy ways. 
Some people get nauseous. 

While the “reverspectives” make the 
conceptual problems of illusion viscerally 
evident, the question is, to what end? In 
the nearly 60 multiples he has published 
with Flowers Gallery since 1996 Hughes has 
played with empty de Chirico-esque arcades 
and doors opening surreally onto Alpine 
landscapes. In his new editions, Hughes 
leans art historical: My Room is hung with a  
Lichtenstein, a Mondrian and two Hughes 
reverspectives, including—in a Droste-
effect recursive extension—My Room; 
Handy is stocked entirely with Warhols;  
Piccasos is self-explanatory. The reproduced 
paintings and catalogues, shift from being 
worlds unto themselves (that old notion of 
art as escape) to being the unreliable, unsta-
ble entities that reproductions always are. 
Is it a gimmick? Undeniably. Is it profound? 
Quite possibly.

For those who wish to see how the 
“reverspective” form works, Hughes 
has collaborated with K. Brecher and 
R. Puno of Boston University’s Proj-
ect LITE on a download-and-build-it- 
yourself room. http://www.bu.edu/lite/ 
inkjet-science/pdfs/ProjectLITEHughes-
StickingOutRoom.pdf. 
 A catalogue of Hughes multiples can 
be viewed online: http://issuu.com/ 
f lowersga l ler y/docs/patr ick _hughes _ 
multiples_-_online_pdf.

Gary Hume

London Fields (2012), 134 x 97 cm
Young Turk (2012), 134 x 92.5 cm
Elsewhere (2012), 119.5 x 92.5 cm
Paradise Printing Four (2012), 128 x 93 cm
Magda (2012), 134 x 93 cm
Paradise Five (2012), 128 x 93 cm
Six linocuts. Editions of 56 each. Printed by 
Peter Kosowicz at Thumbprint Editions Ltd., 
London, published by The Paragon Press, 
London. $8000 each.

Perhaps it was the unseasonably bitter 
     October weather, but any viewer of Gary 
Hume’s Paradise Printing Four prints at this 
year’s Multiplied Fair in London, could eas-
ily have felt transported to another clime. 
These six linocuts evoke all the sultry heat 
of the South Pacific with their vibrant, 
Gauguin-esque palette of ochre, rose-pink 
and bruised green. The compositions, in 
particular Magda and Elsewhere, also sum-
mon that artist’s paintings and prints of 
French Polynesia and its female inhabitants. 
Gauguin worked primarily with woodcut; a 
close relative of the linocut technique that 
Hume employs here and with which he first 
experimented in 2005 at Charles Booth-
Clibborn’s suggestion.1 
 Through linocut Hume seeks to repro-
duce the ‘flattened’ effect of his paintings 
which has become one of his stylistic hall-
marks. Loose homage appears to be a par-
ticular theme of Hume’s work. His 1995 
painting, After Vermeer, was a re-imagining 
of the Dutch master’s canonical Head of a 
Girl with a Pearl Earring, c. 1665 (The Hague, 
Mauritshuis) as it might have been realised 
were the artist working in the 21st-century; 
the 2006 linocuts in the series Here’s flowers 
gave every appearance, with their fleshy sen-
suality, of taking inspiration from Georgia 
O’Keefe; and then there is the clear debt to 
Pop Art that runs throughout Hume’s work, 

which has been noted by other writers. This 
is visible here again in London Fields and 
Young Turk both of which point towards 
images sourced from newspapers and maga-
zines, a common practise of Hume’s and one 
of course frequently exploited by Warhol.
 This makes the title of the artist’s recent 
retrospective at the Hayward Gallery, 
“Flashback,” all the more apt, for not only 
does Hume’s work offer glimpses of some 
of the most significant figures in Western 
art but Hume also continually revisits and 
references elements of his own work. The 
viewer might recognise the disembodied 
female torso in this edition from related 
figures in Hume’s earlier work. Similarly, 
the striking mahogany and kingfisher-blue 
bird’s heads, cocked just so, reprise Big Bird 
(2009) and Berlin Bird (2010). Indeed, the 
artist has described the subject of his work 
as a distillation of ‘flora, fauna and portrai-
ture.’2  Sex, the calling card of almost every 
seasoned YBA, is clearly also integral to his 
practise, as the artist readily agrees: ‘Sex is 
absolutely important in my work.’3
 All of these elements have forged what 
is a highly coherent and distinctive style for 
Gary Hume, an elegantly slick production 
that works as well in print as it does in other 
media, and has accordingly been applied 
to everything from sculpture to Christmas 
cards. 
 Through repetition and reprisal Hume 
himself has become the greatest chronicler 
of his corpus and in this context it follows 
that Paradise Printing Four reads as a collec-
tion of ‘Greatest Hits.’ 
—Sarah Grant

1.See Florian-Oliver Simm and Etienne Lullin (ed.s), 
Contemporary Art in Print: The Publications of 
Charles Booth-Clibborn and his imprint. The Para-
gon Press 2001-2006, London: The Paragon Press, 
2006.
2. ibid,  316.
3. “Gary Hume in Conversation with Caroline Doug-
las” in Gary Hume: Flashback, London: Hayward 
Publishing, 2012: 19-29, 23.

Patrick Hughes, My Room (2012).

http://www.bu.edu/lite/inkjet-science/pdfs/ProjectLITEHughesStickingOutRoom.pdf
http://www.bu.edu/lite/inkjet-science/pdfs/ProjectLITEHughesStickingOutRoom.pdf
http://www.bu.edu/lite/inkjet-science/pdfs/ProjectLITEHughesStickingOutRoom.pdf
http://issuu.com/flowersgallery/docs/patrick_hughes_ multiples_-_online_pdf
http://issuu.com/flowersgallery/docs/patrick_hughes_ multiples_-_online_pdf
http://issuu.com/flowersgallery/docs/patrick_hughes_ multiples_-_online_pdf
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Jane Kent

Miracle Grow #1-25 (2012)
Mezzotint and gouache, 14 x 11 inches. 25 
unique variants. Printed and published by 
the artist as a benefit for the International 
Print Center New York (IPCNY). $850 each. 
(Some ditions sold out).

Jane Kent’s investigative and irreverent  
    approach to printmaking somewhat con-
founded the staff at the IPCNY when they 
first asked her to create a piece for their ben-
efit sale last January. The artist describes 
the work she donated as a painting or draw-
ing—but like many of the images she has 
made over the past 25 years, it began with 

a mezzotint ground. The 25 unique vari-
ant images of her new Miracle Grow project, 
which was produced by Kent as IPCNY’s 
benefit edition this fall, similarly comprise 
gouache layered on mezzotint and emerged 
from the enthusiasm of collectors—and, 
indeed, the institution’s board members, for 
the first piece. And it was ultimately agreed 
that the IPCNY’s supporters were easily 
sophisticated enough to understand that if 
the images in the new edition the institu-
tion wanted to commission from Jane Kent 
defied many of the more obvious conven-
tions of printmaking, they were nonetheless 
literally grounded on at least one of them. 
And as Kent sees it, the project, representing 
a sort of “laboratory for making prints” was 
actually ideal for the print center.

 

Jane Kent’s working laboratory in this case 
was initially set up at the MacDowell Col-
ony in Peterborough, New Hampshire—
fortuitously IPCNY’s request arrived just 
days before she took up a month-long Art-
ist Residency Fellowship there in June 2012. 
Kent says that her work “always grows from 
a previous project and there is always a rela-
tionship to something observed.” Further, 
she sees her entire oeuvre as a whole, each 
project informing the development and 
progress of the next. Thus the idea of build-
ing the prints for Miracle Grow as irregular 
constructions evolved partly out of Skating 
(2011), an artist’s book she had worked on 
the previous year in collaboration with her 
old friend, the distinguished novelist Rich-
ard Ford [see Art in Print, Vol. 1, No. 2]. In 
both Skating and Privacy (1999) Kent created 
art in response to the content and struc-
ture of Ford’s writing; Ford had no direct 
input into the artistic process and these 
are not illustrations in any figurative or lit-
eral sense. For Skating, Kent diagrammed 
the text visually and began to see in these 
schemes a series of structures, a pattern of 
layering and building that was to influence 
Miracle Grow (the name refers to the popu-
lar brand of fertilizer and relates to this die-
hard New York artist’s period of rural exile 
in the countryside of New Hampshire). It 
also suggests something of the organic way 
in which each project is generated by its 
immediate predecessor.
 When you first look at the sheets of  
Miracle Grow together, they read as potato 
prints for grown-ups; simple, not imme-
diately decipherable forms with irregular 
edges in bold colors, sometimes layered or 
superimposed on a fluidly applied painted 
ground. The artist deploys similarly home-
ly materials in their manufacture—the 
cardboard packaging from groceries. Kent 

Jane Kent, Miracle Grow #16 (2012).

Gary Hume, Paradise Five (2012).
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confesses to a recycling mentality so deter-
mined that it must surely merit some kind of 
special city tax deduction (or indicates that 
she is secretly German). This project reflects 
the careful accumulation and meticulous 
dismantling and flattening of boxes of every 
kind of domestic product—Band-Aids, but-
ter, toothpaste, Saran Wrap, and more—
that the artist purchased during the course 
of a year and then categorized by size. This 
was not a manifestation of obsessive-com-
pulsive disorder, however, but the by-prod-
uct of an idea to create stencils-in-negative, 
templates around which Kent drew in pen-
cil on top of the mezzotint ground. 

The mezzotint itself not only points to 
the artist’s formal training in traditional 
printmaking techniques; it also takes so 
much ink that the color becomes almost like 
paint. It does not serve merely as a ground  
in the way that prepared paper might—for  
as Kent points out “the color is not second-
ary, it is fundamental.” At this point in the 
process, she says, she formed an assembly 
line in the studio, setting out the printed 
sheets in rows. Rather than finishing one  
and moving on to the next, she worked 
on them all at the same time. Some-
times she applied gouache freehand to 
the ground and layered the open boxes 
on top, drawing around them in pen-
cil to superimpose forms to which  
then she applied blocks or flecks of 
gouache—thus subverting the notion of 
repetition and reproduction traditionally 
seen as fundamental to the character of 
printmaking. (But she also tends to under-
mine her own systems from time to time;  
in Miracle Grow #4, for example, she 
randomly introduces another tech-
nique, silkscreening irregularly formed 
red rectangles onto the gouache layer.) 
In this way, Kent establishes bizarre 
juxtapositions of color and scale that  
frequently escape the confines of the matrix  
of the rectangle—abstract protuber- 
ances suddenly seeping and extending  
from it at odd angles and in disturbing 
groupings. 

For all the apparently modest sensibility 
of these works and the use of quotidian 
materials in their creation, the sheets in 
Miracle Grow positively challenge the  
predictable and the mundane. Kent’s almost 
architectural approach to building a print 
edition through the layering of a variety  
of materials and techniques establishes a 
structural and intellectual exploration of 
the most fixed notions of the very nature  
of printmaking. “I’m looking for a kind  
of torquing of the clear,” she admits, “ways 
to make it a little uncomfortable.” And, she 
adds, “I’ve always been aware that you  
have to make art look so you can’t take  
your eyes off it.”   
—Catherine Bindman

William Kentridge

Universal Archive (2012) 
Ongoing series of linocuts on dic-
tionary and encyclopedia pages,  
35 x 27 cm to 109.5 x 146.5 cm. Over 70  
different editioned works to date,  
edition range: 15 to 40. Printed by Jillian 
Ross and Mlungisi  Kongisa, published by 
David Krut Print Workshop, Johannesburg.
R20,000–R290,000.

Procrastination would seem an unlikely  
      activity for William Kentridge. The high-
ly productive multi-media artist first gained 
wide recognition with his labor-intensive 
Nine Drawings for Projection (1989-2003), 
animated films for which each sequence 
was made from a single sheet of paper that 
the artist photographed repeatedly, altering 
the figures by erasing, redrawing, adding 
and elaborating. Kentridge’s most recent 
linocuts, however, derive from drawings 
made whilst whiling away the time when he  
was supposed to be preparing his Norton 
Lectures for Harvard.

Under the title Universal Archive the 
images are essentially doodles on encyclo-
pedia and dictionary pages, and include 
familiar themes from the artist’s lexicon—

among them a teapot, a nude, a bird, a tree—
in varying stages of finish or dismantling. 
(Occasionally, there is the self-inflicted crit-
ical thought scrawled out across the prints, 
like “Do you have anything to say?” or “You 
brought this on yourself.”) The entire group 
was on display recently at David Krut Proj-
ects New York.

Linocut was Kentridge’s first printmak-
ing medium in the 1970s, and it has a deep 
history in his native South Africa [see Art in 
Print, Vol 1., No. 2 and No. 3 for discussion of 
South African prints exhibited at MoMA], 
the country that has formed the aesthetic 
and thematic core of much of his work. In 
Universal Archive, the medium is used to 
uncharacteristically free, gestural effect. 
The printers achieved the fluidity of Ken-
tridge’s ink drawings, and the images are 
deceptively effortless, their sense of anima-
tion true to the artist’s body of work. 

Clearly, procrastination is a very produc-
tive activity for Kentridge. But perhaps this 
is not all that surprising. He has said that 
when making art, he doesn’t begin with 
meaning—he starts with images that reso-
nate with him, and plays with them, using 
whatever happens to intervene (an infesta-
tion of ants once served him, by means of 
lines of sugar laid on the ground, as a draw-
ing medium in Journey to the Moon (2003)). 

William Kentridge, Twelve Coffee Pots from the series Universal Archive (2012).
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Or, as he put it in one of the six Norton 
lectures (which he did eventually finish 
and delivered earlier this year), “My job is to 
make art, not sense”. 

The lectures were not a reflection on 
what he has made, but rather what he has 
learned through making. Kentridge char-
acterized the artist’s studio as the ground 
zero of production, and emphasized that 
the process of art is not just about technique 
but is a way of understanding the world. 
One can see these prints as a companion  
to the lectures—his ruminations made 
visible, artifacts of what he learned while 
not making, while just being in the studio,  
tinkering and stewing.

The lectures (which can be seen online1) 
are artistic performances in themselves: 
projected behind him were his draw-
ings, peeks into his notebooks, clips from 
his films. Throughout, he gave complex 
yet improbably approachable treatises on  
creativity, the nature of knowledge, the  
origins of colonial impulses and power. 
In one projected vignette from his studio, 
his hand was shown manipulating one of 
the solid black, cut-paper figures used in 
Shadow Procession (1999) as he spoke about 
our role, as viewers, in constructing what 
we see. Even when little information is 
given, as with shadows, we make the image  
whole. 

The images in Universal Archive are  
solid black, depthless sketches repeated, 
altered, manipulated, reduced, or elabo-
rated upon and splashed across the regu-
lar, rational typeface pages in a manner 
similar to his artist’s book Portage (2000)  
and multi-media work Sleeping on Glass 
(1999). 

At David Krut the prints were arranged 
such that a tree could be seen either becom-
ing whole or going to pieces over a series 
of pages; elsewhere a cat is made whole 
from a scramble of printed fragments— 
the texts on which the fragments are 
printed are gathered into a mound and the 
cat seems to become coherent by its own 
design, resembling a paper puppet with 
hinged limbs. 

As Kentridge explains, “It is in the very 
limitations and leanness of shadows that we 
learn; in the gaps, in the leaps we have to 
make to complete an image; and in this  
we…perform the generative act of con-
structing the image.” In Universal Archive, 
we are left to do just that, but the repetition 
of familiar images enables us to watch them 
move between coherence and fragments. 
Our “agency in seeing,” as Kentridge 
describes it, is merged with direct insight 
into the artist’s way of seeing.  
—Sarah Andress

1.http://mahindrahumanities.fas.harvard.edu/ 
content/william-kentridge-drawing-lesson-one-
praise-shadows.

Cameron Martin

Balentane (2012)
Lithograph in 8 colors, 22 5/8 x 35 1/2 
Partinem (2012)
Lithograph in 11 colors,  22 7/16 x 34 5/16 
Albenast (2012) 
Lithograph in 8 colors, 22 1/2 x 35 5/8 inches 
Editions of 20 each. Printed and published by 
Tandem Press, Madison, WI. $1800 each.

Executed entirely in shades of translu- 
       cent white inks, these three veiled yet 
oddly blinding images are only legible as 
landscapes through subtle changes of tonal-
ity. Placed at an unidentifiable viewpoint 
facing an anonymous birch forest, river-
scape and snow-capped mountain range, we 
are unable to determine either the scale or 
specific contours of what we are seeing. In 
fact, they are not real places, but the inven-
tions of an artist whose concern is a nature 
so mediated by prior representations that it 
can no longer be comprehended in a “natu-
ral” way. Even his titles—Balentane, Albe-
nast and Partinem—are “fictions, like the 
images,” he wrote me in a recent email; the 
names carry the whiff of distant planets in 
a sci-fi novel.
 Among the paintings Martin showed in 
a 2011 exhibition at Greenberg Van Doren 
in New York, he included a version of the 
birch forest; as in the other paintings 
there, drained of pigment and executed in 
sprayed acrylic with no trace of the hand, 
it was almost impossible to identify even 
the medium—it could have easily been a 
photographic screenprint. Here, the birch 
forest assembles itself via lightly dappled  
shadows, and appears as if seen through 
mist or snow. When you get close to each of 
the prints you are able to see the over-lap-
ping ink in tiny patches, making the entire-

ly indirect execution (he printed with Joe  
Freye at Tandem Press) feel oddly hand-
made by comparison with the earlier seam-
less paintings. The longer we look at all 
three prints, the more paradoxically color-
istic they grow as well, with the white inks 
shading to silver and yellow. Indeed, their 
extreme opticality trumps the kind of sub-
jective inner journey that one associates 
with the experience of the sublime, particu-
larly in the American 19th-century painting 
Cameron’s prints so effectively adumbrate.
 At the Whitney Museum Independent 
Study Program, which he attended in 1996, 
Martin began his critique of the landscape 
tradition by appropriating and copying 
advertisements with unlocatable “magnifi-
cent” views; as time passed he began invent-
ing his own generalized images, the essence 
of grand, unpopulated wildernesses.  
(Born in Seattle in 1970, he grew up in the 
shadow of the Cascade Mountain Range; 
the eruption of Mount St. Helens in 1980 
was a formative experience.) His is the 
zero sum total of the tradition begun by 
Albert Bierstaedt and Thomas Moran, who 
invented “the West” through paintings that 
incorporated idealized views realized in the 
studio. 
 Martin’s imaginary views take into 
account the subsequent history of photog-
raphy and media tropes, which he referenc-
es in his paintings through bracketing and 
framing devices. Yet there is another aspect 
to his work, one that conditions their mel-
ancholy cast. Cool as they are, his mediated 
landscapes, with their distanciating effects, 
cannot but remind us that we are no longer 
able to look at nature without experiencing 
a sense of loss, as environmental catastro-
phe looms. Gone is the nature that ulti-
mately informed, generations of lives and 
images ago, these beautiful and chilling 
prints.   —Faye Hirsch

Cameron Martin, Balentane (2012).

http://mahindrahumanities.fas.harvard.edu/ content/william-kentridge-drawing-lesson-one-praise-shadows
http://mahindrahumanities.fas.harvard.edu/ content/william-kentridge-drawing-lesson-one-praise-shadows
http://mahindrahumanities.fas.harvard.edu/ content/william-kentridge-drawing-lesson-one-praise-shadows
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Josiah McElheny

A Painter’s Life (2012)
Eight letterpress prints on vintage handmade 
Umbria paper, 30.5 x 23.5 cm each. Edition of 
12. Printed at the Grenfell Press, New York, 
published by Donald Young Gallery, Chicago, 
IL. $6000 for the suite.

It is often the simplest line that leaves 
 the most lasting impression. Josiah 
McElheny’s A Painter’s Life letterpress prints, 
along with his Imaginary Paintings (colored 
glass sheets in antique frames) provided the 
capstone to a remarkable year of exhibitions 
at the Donald Young Gallery. Young asked a 
wide-ranging group of contemporary artists 
to create work that responded to the writ-
ings of the Swiss modernist Robert Walser 
(1878-1956). The exhibitions included work 
by Peter Fischli & David Weiss, Moyra Dav-
ey, Thomas Schütte, Rosemarie Trockel, 
Mark Wallinger, Tacita Dean and Rodney 
Graham, as well as first editions of Walser’s 

books, facsimiles of his microscripts and 
historical photographs. (A book including 
fresh translations as well as reproductions 
of 50 works of art made for the project will 
be released in April.)1
 McElheny’s letterpress edition, A Painter’s 
Life, converses with Walser’s 1916 short sto-
ry of the same name and offers an elegant, 
nuanced reminder of the impossibility of 
the absolute. For Walser, and for McElheny, 
knowledge is relational—we can only know 
a thing by placing it against something else. 
McElheny gives us a few small signposts for 
understanding A Painter’s Life, but no more. 
His edition offers a title page for Walser’s 
story, followed by seven paginated illus-
trations on deckle-edged paper. The page 
numbers increase in spurts, 47 to 57 to 61 
and so on, drawing us into the middle of 
an ongoing narrative. Each “illustration,” 
however, consists simply of an imperfectly 
drawn dark grey line framing an empty 
rectangle (each is of distinct proportions.) 
grounded by the painting titles Walser cites 
in the story—“Bözingen Mountain,” “The 

Sick Woman,” “The Dream”—set in deli-
cate, capitalized Granjon type on the bot-
tom of the page. Along the left hand edge of 
the page, tiny holes and an almost invisible 
crease suggest the lost stitching of a book 
binding.
 As obtuse as this appears, McElheny 
is in fact doing justice to Walser’s beauti-
fully meandering prose. In the 1916 story, 
Walser writes of the maturation process 
of an archetypical modernist painter, lyri-
cally charting his trials and travels. Walser 
evokes fleeting impressions of this painter’s 
production, referencing color and subject 
matter with a fluidity that denies any last-
ing comprehension, but begs for repeated 
reading. For instance, Walser habitually 
weaves the painter’s evolving persona into 
his descriptions of the works of art, disre-
garding distinctions between subject and 
object:

What he painted now had the tone and 
charm of the unfamiliar, an earnest 
character, and, if you like, depth of mind. 
Side by side with a certain searching and 
questioning manner, one that is doubt-
less uncommonly delicate, but neverthe-
less unmistakable. Something at once 
thoughtful and sensual has set its mark 
on them. Dreaming, musing, fantasizing 
flow as green, gold, and blue, into the 
painting.2 

 Of the hundreds of paintings presum-
ably created over the course of this ideal 
painter’s life, Walser reveals the titles of 
only seven, and these unknowable master-
pieces become the subject of McElheny’s 
suite of possibilities.
 The viewer is asked to insert his or her 
own narrative between these almost-blank 
pages. Just as Walser points to, but never 
completely reveals, the artist’s life work, 
McElheny indicates that these works of art 
exist, but offers nothing more. A fragile grey 
mark delineates the edge, the printed letters 
articulate a name, but without content we 
find that these paintings are both present 
and absent. The image is not for us to know, 
for just as the painter is an archetype, so, 
too, are his paintings. All that is bequeathed 
to us is the frame. 
 Much in the spirit of Balzac’s famous 1831 
story Le Chef-d’œuvre inconnu (The Unknown 
Masterpiece) about a master painter who 
reveals his final production to be a paint-
ing so overworked that it is unrecognizable 
and empty, McElheny gives us the story of 
a painter’s life work that exists impossibly 
without color, subject or even paint.
 Donald Young Gallery closed at the end 
of October, six months after the death of its 
founder, and McElheny’s eloquent articula-
tion of presence and absence was the final 
exhibition. I remain haunted by it. 
—Julia V. Hendrickson

Josiah McElheny, The Farewell from the series A Painter’s Life (2012).
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1. A Little Ramble: In the Spirit of Robert Walser 
by Robert Walser, with an introduction by Donald 
Young and an afterword by Lynne Cooke. 170 
pages, 50 color illustrations. Published by New 
Directions (April 25, 2013). $35.
2. Walser, “A Painter’s Life” (1916), 133.

Brian O’Doherty

Portrait of Marcel Duchamp (2012)
Mixed media (facsimile document with digi-
tal copies of six electrocardiographs mount-
ed on paper), image 27.5 x 21.5 cm, sheet 44.5 
x 35.5 cm. Edition of 25. Printed and pub-
lished by Stoney Road Press, Dublin. €4000.

Though Brian O’Doherty (aka Patrick 
    Ireland) is best known as a sculptor, 
conceptualist and critic, he was origi-
nally trained as a doctor. On 4 April  
1966 O’Doherty had dinner with Marcel 
Duchamp and asked whether he could 
make a portrait of the great artist by record-
ing Duchamp’s heart with an electrocardio-
gram. He took three separate readings—
readymades from the heart. Two and a half 
years later, Duchamp died from heart fail-
ure at the age of 81. 
 O’Doherty’s original 16-part Portrait of 
Marcel Duchamp was produced in 1966/67. 
The new work offers a facsimile of part of 
the original work, made with part of the  
data, collected from part of the man being 
portrayed. As such it echoes Duchamp’s 
own preoccupation with facsimiles and 
false documents, most obviously the 1934 
Green Box collection of notes for the Large 
Glass. Both offer things that have the look  
of actual artifacts, but are in truth repro-
ductions, dislocated from their origins 
promising—and failing—to deliver the 
life of the past. 

Toyin Odutola

A Lapse in Judgement (2012)
One-color lithograph, 9 x 7 inches. Edition 
of 10. $800. Two-color lithograph, 14 x 11 
inches. Edition of 10. $900.
If she doesn’t say anything, then it never 
happened (2012)
One-color lithograph, 25 x 19 inches. Edition 
of 28. $1000. Three-color lithograph, 25 x 19 
inches. Edition of 16. $1200. 
Printed and published by Tamarind Insti-
tute, Albuquerque, NM.

For more than half a century Tamarind 
  has been offering residencies to up-
and-coming artists, hoping to lure them 

into prolonged engagement with litho- 
graphy (and to give Tamarind printers-
in-training exposure to disparate artistic 
aims and approaches). It can be hit-or-miss, 
and Toyin Odutola is very young (she just 
received her MFA this year), but one glance 
at her ink drawings, with their brilliantly 
carved silhouettes and scattered moments 
of sinewy shine, was probably enough to 
convince Tamarind to lay odds on her 
printmaking.
 Odutola’s residency was part of a larger 
Tamarind project that brought together 
artists of African descent from Brazil and 
the United States. (Odutola was born in 
Nigeria, grew up in Alabama, and lives 
in California.) Implicit in such a project 
are themes of displacement and other-

Toyin Odutola, If she doesn’t say anything, then it never happened (2012).

Brian O’Doherty, Portrait of Marcel Duchamp 
(2012).
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ness. Odutola, however, is less interested 
in blackness as a foil to whiteness, but as 
something in and of itself—a color, a graph-
ic device, a cultural identity. This is a set of 
concerns ready-made for print processes. 
Two of the prints she did at Tamarind were 
black on white and dynamically graphic. 
Two other images, however, were released 
in both black-and-white and color ver-
sions. But while “color lithograph” usually 
suggests something more vibrant than its 
binary cousin, Odutola has used blue and 
brown to replace contrast and clarity with 
a kind of twilight shine. Forms loom out of 
darkness rather than asserting themselves 
as pattern. 

In these images Odutola challenges the 
assumption that the black marks disrupting 
white surfaces is some universal norm. It’s 
an idea with profound implications. 

Adrian Piper

Mokshamudra Progression (2012)
Set of nine digital photographs printed with 
a lithographic press, 40.5 x 23 cm each. Edi-
tion of 20. Printed and published by Polígrafa 
Obra Gráfica, Barcelona. €27,000.

For Adrian Piper, works on paper have 
       generally served as a prop for more con-
ceptual explorations rather than as an end 
in themselves. Mokshamudra Progression 
inverts that paradigm by using print-mak-
ing to address and project abstract concerns. 
In a series of nine lithographically printed 
digital photographs, a clenched fist is shown 
stage by stage as it becomes an open palm. 
These images of transition are printed 
above an arrow that extends the length of 
the suite and points to the left and right. At 
each end, a list of terms is provided: above 

the fist are words that conjure associations 
of individuality and control, including ego, 
particularity, and possession, while the 
other end of the arrow points to terms that 
relate to community and absorption, such 
as non-ego, dispersion, and union.
 This gradual evolution is mirrored in 
the title of Piper’s series, which combines 
the two Hindu terms moksha and mudra, 
defined, respectively, as one of the four aims 
of life, tied to freedom or release, and a sym-
bolic gesture of the hands. The introspec-
tive and measured dissolution of the self is a  
topic with personal relevance to Piper. 
Over the past several decades, her work 
has explored the idea of selfhood through 
virtually every means possible, from per-
formances based on her own ambiguous 
racial identity, to her scholarship on Kant- 
ian meta-ethics (Piper has a PhD in phi-
losophy from Harvard), to her long study 
and practice of yoga in pursuit of greater 
knowledge of the self. During this time, the 
subject matter of her work has, likewise, 
subtly shifted from a conceptual examina-
tion of the ways in which the personal is 
political—found in works such as My Calling  
Card (1986), which exposed socially sanc-
tioned racism through Piper’s own biracial 
status—and toward more universal and 
introspective installations. 
 Technical aspects of Mokshamudra Pro-
gression further suggest a move toward unity 
through dissolution. The suite, which, tak-
en together, extends as a long horizontal, is 
comprised of numerous single prints rather 
than a single scroll-like sheet. Accord-
ing to Piper’s installation directions, the 
works should be seen at eye level and hung 
at a distance of exactly six inches from one 
another. This particular method of display 
again suggests the combination of individu-
ality and unity, the self and the whole. Such 

a metaphor could extend further to encom-
pass Piper’s synthesis of media and format. 
 Lithography, a technique historically 
noted for its testament to the artist’s pres-
ence, is used here to reproduce photogra-
phy, which, in contrast, presents claims to 
objectivity. Refusing to commit to either 
practice, Piper instead refers to the works as 
“photo-text collage lithographs.” Although 
it might at first seem like mere semantics, 
this all-encompassing medium designation 
instead realizes the ambiguous transition 
seen in Piper’s suite and in doing so, makes  
a broader statement about biography, com-
munity, and the self.   —Britany Salsbury

 
Ged Quinn

Utopia Dystopia (2011)
Seven etchings with hand-coloring and 
lithography, 52 x 60 cm. Edition of 48. Print-
ed by Michael Taylor and Simon Marsh at 
Paupers Press, London, published by the 
Paragon Press, London. £12,000 .

Ged Quinn’s prints reprise a selection of  
            his paintings, but they are not simply 
reproductions. Instead they make playful 
use of the strategies of reproductive print-
making, echoing and enlarging on Quinn’s 
painting practice of appropriation and pas-
tiche. All the prints here—and their painted 
counterparts—are inspired by and adapt the 
work of artists such as Claude Lorrain and 
the painters of the Hudson River School.  
In some, contemporary dystopias are patched 
seamlessly into Arcadian landscapes. In 
Jonestown Radio, Claude’s sylvan land-
scape adapted from his View of La Crescenza  
(1648-50) becomes the setting for a struc-
ture that alludes to the Jonestown massa-
cre in Guyana, where deluded followers of 

Adrian Piper, Mokshamudra Progression (2012).
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the messianic cult leader Jim Jones killed 
themselves on his orders. In others, such as 
The Fall, irruptions of modernity puncture 
the classical idyll; here the body of poet and 
dramatist Antonin Artaud (theorist of the 
‘theatre of cruelty’), falls from the sky into 
a landscape borrowed from Claude’s Land-
scape with Abraham Expelling Hagar (1668); 
below him is the burnt-out shell of Thomas 
Edison’s Black Maria, the world’s first pur-
pose-built film production studio, littered 
with drawings and spells created by Artaud 
in the last anguished year of his life when he 

Ged Quinn, Hans Are You Alive? from the series Utopia Dystopia (2011). At right: detail.

perplate script within the plate. To add a 
further layer of verisimilitude to his clever 
conceit, he has printed the paper with yel-
lowish stains and the reddish-brown marks 
of foxing (a common problem afflicting 
18th- and 19th-century prints.) Employing 
all the strategies of his painting practice, 
overlaid with the reproductive capacities of 
print, he introduces a further level of slip-
page between chronologies—offering over-
lapping trompe l’oeil effects that encompass 
the physical character of the prints as well 
as their iconography. 

was assailed by psychosis.Confused chro-
nologies and multiple associations result 
from these violent juxtapositions of past 
and present, fantasy and reality, idealism 
and disillusion. 
 The prints employ etching and lithogra-
phy to achieve the appearance of 18th- and 
19th-century engravings; artists such as 
Claude were of course much-reproduced in 
this way for collectors and connoisseurs. 
Quinn adapts the graphic language of these 
earlier prints; not only are they printed in 
sepia tones, they are titled in curlicued cop-



Art in Print    January – February 201332

Marcus Rees Roberts 

Echo Song I, II and III (2012)
Set of three: two-plate etchings with aqua-
tint, 61 x 40.5 cm each. Edition of 15. Printed 
by the artist and Martin Saull, published by 
Pratt Contemporary, Sevenoaks, Kent, UK. 
$1200 each, $3250 for the set.

Marcus Rees Roberts’ artistic practice 
                is inspired by literature (he majored 
in English at Cambridge before doing grad-
uate work in film theory.) These three prints 
are part of an ongoing series of work in a 
variety of mediums influenced by the Hun-
garian poet Miklós Radnóti. 
 Rees Roberts emphasizes that his images 
do not illustrate Radnóti’s work, nor are 
they portraits of the writer, though Radnó-
ti’s biography clearly influenced the solemn 
nature of these prints. During the darken-
ing 1930s, Radnóti believed it was the duty 
of a poet to confront the problems of the 
world in his work, and he published several 
books over the decade. In 1940, he served 
in forced labor battalions on the Ukraini-
an front and in 1944 he was deported to a 
compulsory labor camp in Bor, Yugoslavia. 
When the Nazis were in retreat from the 
Russian advance, the camp was evacuated 
and the internees were subjected to a death 
march. Radnóti wrote poems while on the 
march, and a soldier annoyed by his scrib-
bling, beat him so badly that he was unable 
to walk. He was shot to death along with 
others who could not walk.
 Each print in the set is split into two 
parts, invoking the open spread of a note-
book or sketchbook. The image to the right 
is figural (a dark head in I and II, a prone 
body and stick figure skeleton in III), while 
the left is crammed with text (I), bodies (II) 

ribbing circumnavigates a centrally placed 
form like rays from a sun. The prints in 
Meditations achieve a powerful stillness and 
tranquil composure.  They are balm for a 
busy mind.   —Charles Schultz

Shahzia Sikander

Mirror Plane (2012)
Orbit (2012) 
Color direct gravure etchings,  36 x 29 1/2  
inches each. Editions of 35. Printed and pub-
lished by Crown Point Press, San Francisco, 
CA. $2500 each.

Shazia Sikander’s art is one of assimi- 
     lation—the integration of incongruent 
parts into something coherent, though not 
homogenous. This happens on multiple 
levels: the technical (she trained in tradi-
tional miniature painting in Pakistan but is 
also well-known as a video and installation  
artist); the personal (a Muslim woman navi-
gating an art world deeply suspicious of 
living cultures infused with religion); and 
the formal (she plucks from both the West-
ernand Southeast Asian art historical canons, 
interlacing her findings with abstract gestures 
and tidy figurations of her own invention.)
 When she first worked at Crown Point a 
decade ago, the prints she made were clean 
composites of a handful of disparate imag-
es in translucent layers: it was easy to play 
them backwards in one’s head, separating 
the image into its component plates. This 
time around, the prints are bigger, denser 
and messier. The manipulation of scale that 
first drew her to miniature painting is giv-
en room for play. Some of the elements are 
repeated from earlier work, some have been 
subjected to digital manipulation, some are 
hand drawn; all are articulated through  
eloquent etching technique. 
 Mirror Plane toys with symmetry and 
planes of reflection; the central stand-
ing figure exhibits the left/right bilateral 

and a forest of tree trunks (III).
 Rees Roberts wrote his thesis in film  
theory at the Slade on German Expression-
ist cinema, and its influence can be seen 
here in the distortions of form and the 
harsh shadows. As in much of Rees Roberts’ 
art, the color is limited to shades of grays, 
black, white and brown. Text also plays a 
role in each of the etchings. The words are 
written in English and do not quote Radnóti 
precisely, but their scrawled despair evokes 
his story.
 The forms of Echo Song are not always 
clear and the words are difficult to read, but 
these are reasons to take time with these 
images. The darkness and density of Mar-
cus Rees Roberts’ etchings are purposeful; 
they reflect the fall of inescapable night on 
the world of millions, of whom Miklós Rad-
nóti was one.    —Theresa Marie Ketterer

Patrick Scott 

Meditations (2007)
Seven carborundum prints in a boxed set,  
60 x 60 cm. Edition of 50. Printed and pub-
lished by Stoney Road Press, Dublin. $5250 
each, $35,000 for the set.

The Irish artist Patrick Scott often 
    makes use of precious metals in his 
non-representational paintings. Spare in 
design, these works tend to feature simple 
shapes that allow their materiality to stand 
out. Meditations, a boxed set of seven carbo-
rundum prints, employs a similar method-
ology. In these prints Scott makes extensive 
use of embossing with gold leaf and palla-
dium silver. Geometric themes recur: per-
fectly round circles share space with sturdy 
little squares; in a couple prints embossed 

Patrick Scott, Untitled from the series  
Meditations (2007).

Marcus Rees Roberts, Echo Song III (2012)
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indecipherable rebus or syllabary of a lost 
language. 
 Orbit is even more complex, with wheels 
and trumpets, twining vines and crystalline 
polygons, entranching ornament and 
anguished figures, beautifully drawn. The 
various parts swirl together while retaining 
clear edges. The point is not to deny distinc-
tions, but to, in the artist’s words, “articu-
late their shifting nature.” 

Gary Simmons

All Work and No Play (2011)
Color aquatint etching, 16 3/4 x 62 inches. 
Edition of 20. $2500.
All Work Reversal (2011)
Color aquatint etching, 17 x 91 1/2 inches. 
Edition of 20. $2500.
Chandelier Spin (2012)
Color aquatint etching, image 36 x 27  
inches, sheet 41 x 30 1/2 inches. Edition of 35.  
$2500.
Double Swing Hallway (2012)
Color aquatint etching, six panels, 19 1/2 x  
25 inches each. Edition of 15. $4000.
Bonham Marquee (2012)
Color aquatint etching, image 27 x 36 inches, 
sheet 32 x 40 inches. Edition of 35. $2500.
Starlight Theatre (2012)
Color aquatint etching, image 27 x 36 inches, 
sheet 32 x 40 inches. Edition of 35. $2500.
All printed and published by Paulson Bott 
Press, Berkeley, CA.

Lost Classics (2012)
Set of 25 lithographs, 43.5 x 43.5 cm each.  
Edition of 15. Printed and published by Polí-
grafa Obra Gràfica, Barcelona. $20,000.

Gary Simmons is best known for his 
 “erasure” paintings, in which he 
draws in white chalk on painted canvas 
then wipes the chalk away in long strokes 
so each mark tapers away like a wind-blown 
jet trail. His subjects—movie marquees, 
cartoon clips, isolated phrases—appear in 
the decontextualized seclusion typical of 
things on blackboards. Sometimes, as with 
his series of blackface cartoons, the sub-
jects are socially uncomfortable, but more 
often they are ambivalent artifacts of a cul-
ture in which race and social class are sim-
ply pervasive facts. The erasure—or rather 
the failed attempt at erasure, since the 
images remain identifiable—softens them. 
They hover between presence and absence; 
“ghostly” is a term that crops up frequently 
in descriptions.
 Though Simmons has only recently 
started to make prints, he is a natural. His 
interest in the troubled re-presentation of 
the commonplace and his monochromatic 

Gary Simmons, All Work and No Play (2011).

expected of the species, but is mirrored top/
bottom by its own spectre, skull-topped 
in grey. This double figure stands within 
a flurry that might be wings or might be  
nimbus, but what look to be feathers 
also resemble fists and what looks to be 
ornamental gesture might also double as  
calligraphy. Meanwhile, behind this com-
plex central arrangement, lines of small 
black and grey images march by like an 

Shazia Sikander, Mirror Plane (2012).
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visual sensibility are both in tune with the 
natural strengths of printmaking.

At Paulson Bott, Simmons worked with 
cinematic icons: two movie theater façades, 
two reiterations of Jack Nicholson’s psy-
chotic mantra in The Shining, “All work 
and no play makes Jack a dull boy,” and two 
sets of chandeliers in motion (one from 
The Shining and the other from the Hitch-
cock movie Marnie.)1 Simmons’ directional 
smearing endows these things with both 
a romantic haze and a worrying sense of 
motion: the chandeliers spin and swing as 
if possessed, the typescript seems to race 
across the paper, the movie marquis seem to 
be in flames. Creeping threat and seductive 
beauty exist here in equal measure.
 Simmons’ recently completed litho-
graphs with Polígrafa Obra Gráfica in Bar-
celona also derive from pop culture: the 25 
record labels portrayed in Lost Classics form 
a cumulative portrait of pre-Rap African-
American music in the 20th century, from 
jazz to gospel to R&B; from the operatic aria 
recorded by Florence Cole Talbert on Black 
Swan Records in 1922 to McKinley Mitch-
ell’s 1971 Soul lament, “This Place Ain’t Get-
ting No Better.” Some of the labels and acts 
are well known (King and Verve, Sam and 
Dave), but most demand some research to 
unpack their significance (Black Swan 
Records was one of the earliest black-run 

record labels, initially concentrating on 
classical music.) Some, however, speak poi-
gnantly through their titles alone: “The 
Truth About Money” on the Fantasy label, 
or, on a label called Prosperity, “Great Day” 
by Rev. James Lofton and His Church of Our 
Prayer 250 Voice Choir.Like the chandeliers, 
like the marquees, these offer hope and 
despair, aspiration and disenchantment. 

Kiki Smith

Seven Seas (2012)
Etching and aquatint with hand-coloring,  
13 x 16 inches. Edition of 18. Printed and pub-
lished by Harlan and Weaver, NY. $9000.

When it comes to spending time with 
 artworks, circumstance gives color 
to every scene and situation. This year the  
IFPDA Print Fair coincided with a tempest so 
severe that it temporarily hobbled New York 
City’s infrastructure. Dealers spoke of lost 
inventory, of ruined walls and waterlogged 
electrical systems. Images of disaster and 
tales of desperation and misery commanded 
news channels and radio waves. And yet the 
overall spirit of the fair seemed relatively 
undiminished. Visitors came, prints sold; it 
was a microcosm of healthy enterprise. 
 While there were many new and inter-

esting prints on display, the works that 
struck this writer as particularly poignant 
were those that came into serendipitous 
concordance with the storm. Kiki Smith’s 
seven-print edition Seven Seas (2012) at Har-
lan & Weaver was one such work. In these 
notebook-size etchings clouds roil and loom 
over choppy waters. The rich tonal quality 
of the gray scale in these prints comes from 
the aquatint process used to produce them. 
After the printing, Smith painted the boul-
ders and crags in the foreground with 
watercolors, giving the hard forms a many-
hued softness. She used gouache to accen-
tuate the upward spray of water where 
waves crash upon rocks. These hand-touch-
es make each work in the edition unique.   
—Charles Schultz

Sonnenzimmer
(Nick Butcher & Nadine 

Nakanishi)

Mitgusto (2012)
Two-color relief, one-color lithograph and 
two-color screenprint, 18 x 24 inches. Edition 
of 50. Screenprinting by the artists, relief and 
lithography printing by Angee Lennard at 
Spudnik Press, published by Spudnik Press, 
Chicago, IL. $150.

Kiki Smith, #7 from the series Seven Seas (2012).
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Semi-figurative forms, multicolored 
      stripes, intersecting diagonals of color 
and line: in Mitgusto pairs of images are 
placed in opposition, introducing conflict 
and the rising/falling action of a dramatic 
structure. Utilizing three different print 
methods—red lithographic line, yellow and 
mauve woodblock relief, blue and black 
screenprint—Mitgusto hovers on the cusp 
of representation and abstraction. Artist-
designers Nick Butcher and Nadine Nakan-
ishi comprise a small print shop on the 
north side of Chicago; their music posters, 
album covers and other printed ephemera 
are immediately recognizable for their deli-
cate color relationships melding—Bauhaus-
like—the organic brush-forms of painting 
with the harder edges of abstract shapes. 
Freed from the text that enters (by design 
and necessity) into many other Sonnenzim-
mer editions, Mitgusto is able to revel in the 
exuberant, the whimsical, and the absurd.
 As I see it, Mitgusto is a glass raised in 
good cheer, a task done with enthusiasm, 
just for the fun of it. Here, a red line marks 
an origami fold, or perhaps offers an archi-
tectural possibility: a Frank Lloyd Wright 
house overlooking a flowing, gushing river. 
The transparent blue-grey mass filling the 
lower half of the image is made aquatic by 
the subtly darkened bleed along its wavering 
upper edge (an effect of a newsprint mask on 
the screen). Thin, black vertical bands rain 
down into the field of blue. Indeed, in Mit-
gusto it seems as if everything is floating 
impossibly. A joyfully buoyant limb lifts its 
sneakered appendage, forming a delicate, 
triangular composition. What could be a 
dark, oversized head lurks comically behind 
a striped partition. Does this furtively pro-
truding black swath of hair have an opinion 
on its equally leaflike status? What holds 

José Antonio Suárez Londoño, Untitled (2012).

Sonnenzimmer, (Nick Butcher & Nadine Nakanishi)
Mitgusto (2012)

the shoe in mid-swing, so entirely off-kilter? 
Might this high-stepping sneaker seek free-
dom from its watery abode? It is this duality 
between figurative and abstraction that 
delights, and the narrative movement circu-
lating between forms that breathes life into 
this lighthearted composition.  
—Julia V. Hendrickson

José Antonio Suárez 

Londoño

Untitled (2012)
Etching, 11 x 7 1/2 inches. Edition of 20. 
Printed and published by Harlan & Weaver, 
New York, NY. $425.

Prints may have grown ever larger, 
     brighter, flashier over the past decades, 
but this small, quirky, black-and-white 
etching was one of the most discussed new 
releases at the IFPDA Print Fair in Novem-
ber. It is a testament to the fascination that 
can still be exerted by a few square inches of 
deftly handled ink on paper.
 Suárez, who lives and works in Colom-
bia, draws incessantly, spontaneously and 
meticulously; in the past 15 years he has 
produced some 5000 drawings, as well as 
numerous etchings and lithographs. The 
images are pulled from his imagination and 

from the imaginative realm of literature:  
his recent solo exhibition at the Drawing 
Center was composed of notebooks in which 
he makes a drawing every day in response to 
books he reads over the course of the year—
texts that range from Ovid to Patti Smith. 
In this case, the subject is four mysterious 
hybrid animals (the heads look like dogs, the 
tails like otters, and the middles are wrapped 
in something that makes them look vaguely 
armadillo-ish.) Each wears a ring through its 
pierced tail, and each ring sports a different 
large, ornamental bauble. The baubles sug-
gest possible cosmological significance—the 
largest is a dodecahedron inscribed with 
stars, the smallest is a simple sphere. The 
dog-a-dillos suggest possible plot lines: they 
might be chasing each other, or they might 
just be ornamentally arrayed on the page. 
The combination of absolute specificity (the 
fur is particularly lovingly drawn) and com-
plete inexplicability is captivating. 
 Suárez’ line has some of the insouciant 
grace of early David Hockney etchings, as 
does his instinct for narrative—there is 
clearly a story here, though whether it is one 
that could ever be given words is open to 
question. But while Hockney is entranced 
by the things of this world, Suárez moves 
fluidly between material realities and mate-
rial impossibilities, finding poetics along 
the way. 
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Tobias Till
London A-Z (2012)
Set of 27 linocuts, 41.5 x 37.5 each. Edition of 
75. Printed by the artist, published by TAG 
Fine Arts, London. £200 each, £4000 for the 
boxed set.

Tobias Till is a young artist whose work 
     can be seen as following in the grand 
British tradition of the urban color lino-
cut. But unlike Cyril Powers, Sybil Andrews 
or Claude Flight in the 1930s, Till does not 
rework the chaos of the city into brilliantly 
streamlined engines of visual delight. His 
city is crowded and bumptious; his line 
angular and abrupt. Most of his prints are 
large-scale affairs stuffed with multiple  
narratives and specific landmarks identify-
ing corners of London. 
 London A-Z breaks these dense images 
out into convenient abecedarian bites, from 
the Albert Memorial to the Zoo with 24 
stops in between. With some artists, one 
might suspect a cynical, marketing-savvy 
edge to the adoption of such a format, 
especially during the year of the London 
Olympics, but for Till—as for Robert Cot-
tingham [see Art in Print, Vol. 1, No. 5]— 
it is an obvious choice. Yes, there are plen-
ty of touristic delights here to take home 
to Schenectady or wherever, but there are  
also occasional surprises: W is for Worm-
wood Scrubs (the prison, not the nature 
reserve). 
 Admittedly, Till’s London appears a pret-
ty benign place, far from the desperation of 
Hogarth’s Gin Lane or Gustave Doré’s dark 
slum yards. Another alphabet could certain-
ly be imagined, one in which B is for Brixton 
rather than Borough Market and C is for 
CCTV rather than Carnaby Street, but the 
truth is that any view of a great city is going 
to be a partial one. 
 The charm of Till’s view lies in the small 

observations that bring home the real and 
satisfying fabric of city life: U is for Under-
ground shows a toddler on the train plat-
form pointing out vermin to his mother, 
who seems to be nodding something along 
the lines of “Yes, dear, very good! That’s two 
rats.” 

Gert and Uwe Tobias

Untitled (2012)
Series of lithographs (projected to be twelve 
in all), image 39.5 x 34.5 cm, sheet 42.5 x 37 cm 
each. Editions of 15. Printed by Felix Bauer, 
Cologne, published by Sabine Knust/Mat-
thias Kunz Verlag, Munich. $1800 each.

These prints mark Gert and Uwe Tobias’ 
    first lithographs and first project with 
Galerie Sabine Knust. Best known for their 
large-scale woodcuts, the Tobias twins have 
drawn extensively on their cultural heri-
tage, incorporating the decorative proper-
ties and materials of Romanian folk-art as 
well as the twisted gothic fantasies associ-
ated with Transylvania, where they were 
born. The brothers consider their woodcuts 
“original” works and thus do not release 
them in regular editions, but they have 
begun experimenting with other printmak-
ing techniques, purposefully exploiting the 
smaller scale and more restrained palette 
typically expected of prints [see Art in Print, 
Vol. 2, No. 1]. 
 These painterly lithographs adopt the 

Tobias Till, K is for Kew Gardens and U is for Underground from the series London A-Z (2012).

Gert and Uwe Tobias, from the series Untitled (2012).
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formal language of portraiture: most offer 
a face and upper torso, though both are 
crazily distorted. Some vary this format 
slightly—one gray and black image appears 
to show a skull held in two hands; another 
shows a seated figure whose arm and leg 
trail off the page—but the notion of the por-
trait remains firmly intact.

As in the twins’ other work, art historical 
references abound. The quick and intuitive 
line in one lithograph imparts a movement 
reminiscent of Honoré Daumier. Against 
the dark olive background the figure is 
drawn and shaded with black lines that 
extend all over the surface, while the stark 
white of the eye shines out. In another print, 
the figure’s large eyes and melted features 
owes something to Francis Bacon. And the 
hourglass form characteristic of Edvard 
Munch is echoed in the positive space of a 
lithograph split between a cream top and 
purple bottom, depicting a figure with black 
hair falling around her. 

Each of these images has its own charac-
ter, and each can stand alone, but seen as a 
group these characters interact—the  
compositions, play of colors and methods  
of abstraction—form a larger, stranger 
crowd.   —Theresa Marie Ketterer

Richard Tuttle

When Pressure Exceeds Weight I-III (2012)
Four drypoints on handmade paper, approxi-
mately 18.73 cm x 36.2 cm each. Editions of 
10. Not available.
When Pressure Exceeds Weight IV (2012)
Paper elements with embossment in three 
colors, 19.69 cm x 36.2 cm. Edition of 11. Not 
available.
Nature (2011)
Framed incised woodblock with paper pulp 
and pigmented paper, 48.58 cm x 99.38 cm x 
5.08 cm. Edition of 10. $8500.
Spirit (2011)
Framed incised woodblock with paper pulp 
and pigmented paper, 53.66 cm x 84.14 cm x 
5.08 cm. Edition of 10. $8500.
All works printed and published by ULAE, 
Bay Shore, NY.

Richard Tuttle is the acknowledged  
    master of the almost-absent artwork. 
His deft, lightweight artifacts—paper, 
fabric, wire—are arranged with minimal 
interventions that somehow achieve a per-
fect balance between personal, autographic 
impulses and leaving-well-enough-alone.
 Tuttle has been working with ULAE for 
over a decade, and collaborated with other 
printers before that. The ephemeral mod-
esty of prints suit his sensibility, and while 
the implicit regimentation of the edition 
may seem inapt, the materials used are so 

specific in their immediate physicality that 
the idea of the stack in the drawer is the last 
thing on the viewer’s mind.
 When Pressure Exceeds Weight is a series 
of four small horizontal prints, three of 
them eloquent drypoints on distinctly 
irregular handmade paper, each audition-
ing a specific choreography of line. In the 
fourth, the paper moves from substrate 
to structure as a scattering of 24 small 
squares are irregularly joined and marked 
with embossings and two diagonal strokes 
of color. The gaps between the parts are as 
assertive as the paper and ink. Spirit and 
Nature on the other hand, are substantive 
concatenations of handmade paper sheets 
joined in almost sculptural arrangements 
(the frame is part of the work). The traveling 
line, made by woodblock, is entirely differ-
ent from the fey thread of drypoint. Tough 
and sinewy, it bleeds color on either side of 
a central ridge, like an inflamed scratch on 
human skin. Instead of woundedness, how-
ever, it conveys a sense of jolly adventurous-
ness: the kind of scratch acquired climbing 
a tree for a spectacular view.
 As with all Tuttle’s work, these prints 
defy verbal analysis. Their forms aren’t ref-
erential and the application of theory to 
Tuttle’s oeuvre has always felt forced and 
unhelpful. Defying our ASCII cosmology, 
these are those rare things: objects to be 
understood through experience. 

Anton Würth
N – Predella I (2012) 
Engraving on wove paper, first state. 
Edition of 15.
N – Predella II (2012) 
Engraving on wove paper, second state.
Edition of 10.
N-Predella III (2012)
Engraving on wove paper, third state.  
Edition of 10.

Image 6 x 18 inches, sheet 13 x 19 1/2 inches.
Printed, bound and published by the artist. 
All works available through C. G. Boerner, 
New York, NY, $800 each.
Outside the regular editions: A further 
impression of N-Predella III (numbered IA,) 
has been trimmed and framed together with 
the 1667 engraving, Louis XIV, en buste, au 
centre d’une composition allégorique, by Rob-
ert Nanteuil and Gilles Rousselet. $12,000.
Five artist’s proof impressions (EA I – EA V) 
of each state have been accordion folded and 
bound separately in green cloth, using a frag-
ment of another Würth engraving, eher früh 
und dann doch tanzen, as a title page. The 
three booklets are boxed together in a slip-
cover. $2000 the set.

For much of last hundred years, the 
   French 17th-century engraver Robert 
Nanteuil was viewed as the man who ruined 
printmaking, the artist whose brilliant sys-
tem of parallel lines and light flicks killed 
personal expression and led to centuries of 
pompous portrait heads in ovals wrapped 
with various neo-classical doodads. Work-
ing at the same time as Rembrandt, he was 
everything Rembrandt (or at least the mod-
ern romantic view of Rembrandt) was not—
restrained, precise, artfully sycophantic. 
Nanteuil was Louis XIV’s favorite engraver, 
the one who inspired the king to declare 
engraving an art rather than a mechanical 
enterprise, and the conventions Nanteuil 
established lasted centuries. But by the 
mid-20th century, all William Ivins saw in 
Nanteuil were “the germs of that final deg-
radation [in which] all personality of both 
sitter and engraver had vanished.” In 1953 
that idea was an abomination. Today it’s 
fascinating.
 In 2007 Anton Würth exhibited an 
extended conversation with Nanteuil—
engravings in which he adopted Nanteuil’s 
format, broadly speaking, but removed the 
ostensible subject—the personage—and 

RichardTuttle, When Pressure Exceeds Weight IV (2012).
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Anton Würth, N-Predella III (2012) and Robert Nanteuil and Gilles Rousselet, Louis XIV, en buste, au centre d’un composition allégorique (1667).

focused his attention on the various visual 
devices employed to frame it.1 The clothes, 
in this case, had no emperor.
 Line, ornament and structure operate on 
their own terms; his goal was to lead “the 
(engraved) line from being an exclusively 
subordinate part of representation to a self-
referential independence.” These were por-
traits of portraiture, a system rather than a 
subject. 
 In his new Predella engravings (three 
states of the same plate,) Würth continues 
his tête-à-tête with Nanteuil in the most 
literal of ways: creating a new addendum 
for a portrait of Louis XIV from 1667. The 
original engraving was itself a collaboration 
between Nanteuil, who did the portrait, 
and Gilles Rousselet, who was responsible 
for the folderol of ermine and eagles, scep-
ters and spears, that crowd around it. Once 
upon a time, the sheet continued below the 

portrait with a banderol, a dedication and 
the conclusions of a philosophical thesis 
by Cardinal de Bouillon. It is into this now 
vacant space that Würth has inserted his 
Predella. 
 The symbolic conventions of 17th-cen-
tury ornament embody a particular and 
nowadays alien mode of representation. So 
does engraving. Unlike legions of appropri-
ation artists who have been content to play 
with the easily reproduced aspects of pre-
existing images, Würth commits himself 
to the rigors of Nanteuil’s original method. 
Engraving is charitably described as “unfor-
giving”; it requires focus, precision and 
thousands of hours of practice to do well, 
and all it gives in return is line. 
 Würth offers one long looping line that 
slides from one end of the paper to the other 
like marks left by a languid (though very 
accomplished) skater on clean ice. In the 

first state, a light scattering of floral motifs 
and two columns of tiny Latinate oppo-
sitions (“Inferior superior,” “Minor major,” 
“Laetior tristor”), are the only allusions to 
the contents of the missing original.2 In the  
later states, tassels that start at the bottom 
of the old print are continued at the top  
of the new one, as is the banderole, and the  
wide open line of the first state is aug- 
mented by parallel lines and even cross-
hatchings. 
 In focusing on the workings of line, 
Würth elucidates how the presentation, not 
the portrait, marks Louis, with his silly 
band-leader mustache, as a metonym for 
the state; and furthermore, how the 
engraved line itself functions as a metonym 
for public power. Ivins disapproved of Nan-
teuil’s “deliberately contrived net of ratio-
nality,” noting that it “was invented for the 
purpose of portraying the masks that did 
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Lynette Yiadom-Boakye, i, x and xii from the series Fly (2012).

duty for the faces of the men in high places 
under the King.” Precisely.  

1. See: Robert Nanteuil and Anton Würth, Kupfer-
stiche / Engravings. New York: C.G. Boerner, 2007. 
2. The words, both businesslike and elegant, were 
engraved in Vienna by a specialist in business cards, 
Wolfgang Schön.

Lynette Yiadom-Boakye

Siskin (2012)
Hard ground etching, 17.5 x 21 cm. Edition  
of 25. Printed by Ian Steadman at Arcane  
Studios, published by Chisenhale Gallery, 
London. Sold out.
Fly (2012) 
Set of 20 hard ground etchings,  
6 7/8 x 8 1/4 inches each. Edition of 15.  
Printed by Ian Steadman at Arcane Studios, 
published by Jack Shainman Gallery, New 
York, NY. Price on request.
 

Lynette Yiadom-Boakye is a British figur- 
   ative painter who began working in 
etching for the first time this past year. I 
interviewed her over the summer and dis-
cussed her initial foray into prints, Siskin. 
In this small hard-ground etching, scratchy 
and attentive lines articulate the head of a 
man in profile, gazing wide-eyed at some-
thing beyond the frame. As in many of her 
recent paintings, the figure is wearing a 
wide collar of bird feathers suggestive of 
some not-quite identifiable origin. Whether 
from an exotic or extinct species or perhaps 
merely the synthetic plumage atop an elab-
orate ensemble, the significance of these 
adornments can be deduced only from the 
viewers’ own assumptions. The artist aims 
less to capture the specific essence of a real 
person in an actual setting than to suggest 
characteristics and traits that ultimately 
require viewers to bring their own projec-
tions to bear. 

 After completing her first print she 
teased, “I’ve conceived Siskin as the first in 
a group or series. I’ve made four more but 
the public may not ever see them.” Happily, 
Siskin was followed by a suite of 20 further 
etchings, published under the collective title 
Fly, each of which similarly depicts a single, 
expressive, beautifully drawn male head that 
terminates in a feather ruff. 
 Siskin is typical of Yiadom-Boakye’s fig-
ures—amalgamated from life, memory, 
books and magazines, individual yet some-
how incomplete, present and commanding 
yet just out of reach. Her subjects are most 
often black and any insertion (or assertion) 
of black figures into the history of art, where 
they have been so conspicuously absent, 
bears cultural and political weight. 
 The artist, however, is matter-of-fact 
about how little bearing racial specificity 
has in her work: “Blackness to me isn’t odd 
or other. It just is.” Though Yiadom-Boakye’s 
figures are not drawn from life, they feel as if 
they could be. The imperfections —the slight 
asymmetry of facial features, the hatching 
on the plates suggestive of a sitter that won’t 
keep still—help the viewer understand these 
characters as complex, imperfect individu-
als rather than immaculate, untouchable 
archetypes. They aren’t named—simply 
numbered i–xx. 
 For Yiadom-Boakye, the individual imag-
es work like paragraphs in a larger, unde-
fined narrative. One can seek out possible 
affinities between the individual prints: are 
detected family resemblances real or imag-
ined? What are the relationships between 
the figures? Certain faces are really rather 
handsome and the eye returns again and 
again to their kind eyes and chiseled cheek-
bones (I recall Fly viii in particular). 
 While Siskin came easily, Yiadom-Boakye 
acknowledges that printmaking is more 
labour intensive than painting. Working in 
reverse, it’s harder “to assess the look in the 

eye, the curve of the lip. If I get it wrong, I 
put the ground back and start over... one 
may be the wrong execution but his expres-
sion is just right—though it’s too dark and 
the head’s the wrong shape. Sometimes 
there’s a tiny detail, an expression that’s 
too passive. I realized it has to do with the 
lip and the eyebrow, the glint of light in the 
eye. I make several different plates at once, 
paying attention to different aspects; vary-
ing scale, details in dark, light, outline and 
tonality. I concentrate on different things 
with different plates. Then I run off five and 
can assess them aesthetically.” (This echoes 
her practice in painting, where she works 
quickly on several canvasses concurrently, 
destroying those that are unsuccessful and 
living with others in the studio to adjust and 
fine tune them.)
 Siskin and Fly are continuations, on a 
more intimate scale, of her recent large 
paintings inspired by English birds, in 
which she gives her human figures feath-
ered collars but few other defining accesso-
ries. Critical comparisons have been drawn 
between Yiadom-Boakye and painters such 
as Walter Sickert, John Singer Sargeant and 
Diego Velazquez, most recently in Okwui 
Enwezor’s illuminating essay accompanying 
her solo exhibition at the Studio Museum in 
Harlem, “Any Number of Preoccupations.” 
To my mind, the plumed ruffs summon art 
historical precedents from Dürer’s Wing of a 
Roller (1512) to Rembrandt’s wide-eyed self-
portrait etching with its prominent folded 
collar (1630) to E.H. Tuttle’s 20th-century 
bird etchings. 
 Her lightness of touch makes the signifi-
cant appear insouciant and the studied 
appear effortless. The artist’s recent turn to 
etching feels like a logical and unforced 
next step in her ongoing exploration of line, 
form and process. Like her paintings, these 
recent prints just are.  
—Zoe Whitley
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Katsutoshi Yuasa, 33 (2012).

David Musgrave
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Katsutoshi Yuasa

32 (2012) and 33 (2012)
Oil-based woodcuts on paper, 120 x 91.5 cm. 
Edition of 5 each. Printed by the artist, pub-
lished by TAG Fine Arts, London. $3200. 

Katsutoshi is one of a number of con- 
   temporary artists working between 
photography and woodcut, but in contrast 
to Christiane Baumgartner’s muscular 
materializations of video footage or Trevor 
Banthorpe’s Hamiltonian incarnations 
of four-color process, Yuasa’s prints come 
across as almost ephemeral despite their 
often grand scale. His subjects, though quo-
tidian, are suffused with both longing and 
the labor of production.  
 Educated in both Tokyo and London, 
Yuasa draws on both Japanese and Euro-
pean approaches to the woodcut, printing 
with oil-based inks but using a baren rather 

than a press. The photographs he chooses 
to work from are eclectic: city parks, Buzz 
Aldrin on the moon, cherry blossoms, a 
shipwreck. The images are tonal (there 
are no outlines), but the tone is an illusion 
created by the swelling and attenuation of 
parallel lines, sometimes vertical, some-
times horizontal or diagonal, sometimes in 
little perpendicular blocks. There is a heroic 
quality to such visible labor and precision, 
but Yuasa uses his technique to soften the 
overall contrast and edges. 
 In these two prints, the subjects are emp-
ty park benches in Tokyo, seats waiting to be 
taken, surrounded by nature holding its 
breath in a hiatus of human companion-
ship. Diagonal striations suggest scratched 
negatives, old analog television interference 
and the depiction of rain in ukiyo-e prints. 
Familiar opposites—old and new, east and 
west, present and absent, white and black—
decline, for a moment, to be oppositional. 
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DANA SCHUTZ, Backstroke, 2012. Three color woodblock with one color photo-litho on Coventry 
paper, 17.75 by 12.25 inches. Edition of 25.
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Dave Eggers 
Shower Curtain (2012)
Text printed on a PEVA (PVC Free) shower cur-
tain, 72 x 72 inches. Manufactured by Izola, 
New York. Published as Issue 16 of The Thing 
Quarterly, San Francisco, CA: www.thething 
quarterly.com/quarterly/issue-16-dave-eggers.
html. $65.
The Thing Quarterly is a periodical, now in its 
fifth year, each issue of which takes the form 
of a useful (or useful-manqué) object designed 
by an artist, writer, or musician. All somehow 
incorporate text. Subscribers have received a 
table mirror from James Franco and an onion 
chopping block from Starlee Kine. Issue 16 
takes the form of a long monologue spoken to 
writer Dave Eggers by his apparently loquacious 
shower curtain. 

Stephen Kenny
Letterpress Quotations (2011)
Letterpress on paper, 51 x 32 cm. Edition of 30. 
Printed by the artist. Published by TAG Fine  
Arts, London. Available through TAG Fine Arts: 
www.tagfinearts.com/stephen-kenny.html.  
£75.
Stephen Kenny is a letterpress printer, design-
er and artist with a fondness for 19th-century 
wooden type, André Breton and German funer-
al jazz. His prints with TAG Fine Arts use quotes 
whose pedigree is frequently at odds with their 
origins—maudlin moments from Pollock, friv-
olous ones from Napoleon Bonaparte. 

Gabriel Kuri 
Sunday Edition #018 (2012)
Offset print on A1 format paper, 59.4 x 84.1 cm, 
folded to A4, 29.7 x 21 cm. Edition of 100 (plus 
7 APs). Printed in Ghent. Available through 
MOREPublishers, Brussels: http://www.more-
publishers.be/. €60.
Kuri’s edition was inspired by the philosopher 
David Hume’s observation, “All knowledge 
resolves itself into probability,” which Kuri 
amended to, “All probability resolves itself into 

form.” Printed on a folded sheet of paper, the 
two sentences collapse and re-form. MORE-
Publisher’s Sunday editions are “a cross between 
a publication, an artist’s edition, a multiple, and 
an exhibition... an A1-size poster folded to A4 
size, a colophon, bundled in an envelope.”

Alice Maher 
The Conversation (2012)
Handerkerchief. Edition of 200. Printed by 
Glasgow School of Art, Centre for Advanced 
Textiles Sewn by Fashion Hothouse, Dublin. 
Available from the Irish Museum of Modern 
Art: http://www.immaeditions.com/editions.
php?id=44. €25.
Handkerchiefs, unlike scarves, are not fre-
quently objects of display. Cotton rather than 
silk, dull rather than shiny, secretive rather 
than flashy, they are made to be used and hid-
den away. This one carries one of Alice Maher’s 
decoratively nightmarish drawings, a quirky 
thought for a private pocket.

Thomas Martin
Model Lithograph Stone Press (2007/2008)
Cut-out-and-assemble model lithographic press 
with moving parts. Available through Curwen 
Studio, Cambridge: http://www.thecurwenstu-
dio.co.uk/catalog.php?item=216. £7.75.
Thomas Martin’s paper constructions, pop-ups 
and prints walk the line between toys and art. 
This one, however, is quite straightforward: a 
DIY paper model lithography press, with work-
ing parts. 

Julian Opie 
Lenticular Ruler / Bookmarks (2011)
Two lenticular bookmarks with ruler markings, 
one of walking figures (their legs and arms move) 
and one of dancing girls (lots of hip shaking). 
Published by Alan Cristea Gallery, London. Avail-
able from The Julian Opie Shop: http://www.
julianopieshop.com/.£6 each or £10 for the pair.
Julian Opie’s art has long walked the border 
between high art and logotype, owing a debt 
to both Patrick Caulfield and Paul Rand. His 
work is so suited to the mass-market it would 
seem almost mean-spirited not to pursue it. As 

he says “some ideas are best suited by multiple 
objects. Making just one postage stamp or flip 
book would seem silly.” 

Grayson Perry 
British Museum Map Silk Scarf (2012)
100% silk scarf, hand rolled; 90 x 90 cm. Avail-
able through the British Museum: http://www.
britishmuseumshoponline.org. £80.
The scarf as map has a long tradition in the 
military as well as in fashion. Greyson Perry’s 
stylish take on the British Museum is both 
affectionate and gimlet eyed: it shows the way 
to “chipped statues” and “the sublime,” but the 
social complexities of the public museum as 
private vendor are rendered by the Benin head 
that announces “your ticket to class mobil-
ity.” Whether that ticket is the museum or the 
scarf is open to question. Perry has also done 
a scarf for the Tate (£65 at http://shop.tate.
org.uk/artist-products/grayson-perry-scarf/
invt/9094/)

Rirkrit Tiravanija 
I Am Busy (2012)
100% cotton beach towel, 70 x 60 inches. Pub-
lished by WOW (Works on Whatever). Available 
from the Art Production Fund: www.artproduc-
tionfund.org/shop/. $95.
Part of the non-profit Art Production Fund, 
WOW has for several years invited major con-
temporary artists to create common household 
objects, most frequently towels. Jasper Johns 
has done one, as has Ed Ruscha. Tiravanija’s 
towel takes up where his publicly produced 
t-shirts leave off, which is the job of a towel 
after all. 

Robin Waart
Would you......, (2012)
Set of 16 postcards, 14.8 × 10.5 cm each, presented 
in a stickered black plastic envelope. Available 
through Johann Deumens, Amsterdam: www.
johandeumens.com. €25.
Robin Waart has a cinephile’s obsessive memo-
ry and a poet’s deft touch. His 2010 book Think-
ing In Pictures was a mammoth tome in which 
each of the 500 pages reproduced a slide he 
had made of a moment in a subtitled movie in 
which one character asks another “what are you 
thinking?” (or words to that effect.) This new 
postcard set is less cerebral and more romantic: 
subtitled movie moments in which one person 
finds the guts to ask another out. A perfect 
Valentine. 

Valerie Wallace
John Brown (2011) and Darwin (2011)
Woodcut, 18 x 24 inches each. Edition of 20 each. 
Printed and published by Cannonball Press,  
Brooklyn, NY: http://www.cannonballpress.
com/artists/226-valerie-wallace#226:valerie-
wallace. $20.
Cannonball Press in Brooklyn takes the popu-
list potential seriously, selling its 18 x 24 inch 
relief prints for $20 a piece. They currently have 
work by more than a dozen artists, including 
Valerie Wallace’s strapping portraits of 19th-
century revolutionaries.

≤100 Artists’ Editions available for under 
$100 / €100 / £100

Rirkrit Tiravanija, I Am Busy (2012). Photo:  
James Ewing, courtesy Art Production Fund.

Grayson Perry, British Museum Map Silk Scarf 
(2012).

http://www.thethingquarterly.com/quarterly/issue-16-dave-eggers.html
http://www.thethingquarterly.com/quarterly/issue-16-dave-eggers.html
http://www.thethingquarterly.com/quarterly/issue-16-dave-eggers.html
www.tagfinearts.com/stephen-kenny.html
http://www.morepublishers.be/
http://www.morepublishers.be/
http://www.immaeditions.com/editions.php?id=44
http://www.immaeditions.com/editions.php?id=44
http://www.thecurwenstudio.co.uk/catalog.php?item=216
http://www.thecurwenstudio.co.uk/catalog.php?item=216
http://www.julianopieshop.com/
http://www.julianopieshop.com/
http://www.britishmuseumshoponline.org/scarves/grayson-perry-map-silk-scarf/invt/cmct38260/
http://www.britishmuseumshoponline.org/scarves/grayson-perry-map-silk-scarf/invt/cmct38260/
http://shop.tate.org.uk/artist-products/grayson-perry-scarf/invt/9094/
http://shop.tate.org.uk/artist-products/grayson-perry-scarf/invt/9094/
http://shop.tate.org.uk/artist-products/grayson-perry-scarf/invt/9094/
www.artproductionfund.org/shop/
www.artproductionfund.org/shop/
www.johandeumens.com
www.johandeumens.com
http://www.cannonballpress.com/
http://www.cannonballpress.com/
http://www.cannonballpress.com/
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Clockwise from top left: Dave Eggers, Shower Curtain (2012); Alice Maher, The Conversation (2012), courte-
sy of the artist and David Nolan Gallery, New York; Valerie Wallace, John Brown (2012); Julian Opie, Walking 
Figures Lenticular Bookmark (2011). Published by Alan Cristea Gallery. Image copyright of the artist, courtesy 
of Alan Cristea Gallery; Robin Waart, Would you......,(2012); Gabriel Kuri, Sunday Edition #018 (2012); 
Stephen Kenny, Letterpress Quotations (2011); Thomas Martin, Model Lithograph Stone Press (2012).
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Wade Guyton OS
By Charles Schultz

Wade Guyton, Untitled (2006), Epson UltraChrome inkjet on linen, 228.6 x 134.6 cm. Collection of Mark 
Grotjahn and Jennifer Guidi. ©Wade Guyton. Photo: Lamay Photo.

The first work one encounters in Wade 
      Guyton’s midcareer survey, “OS,” at the 
Whitney Museum is a quintet of canvases, 
mostly black, with orange flames at the 
base licking the letter “U.” Slightly larger 
and wider than an average door, these 
pieces seem to address the entering visi-
tor. Though each canvas makes use of the 
same visual motifs—flames and “U”s—no 
two are identical. Not only does the color 
of the letter “U” vary from work to work, 
but on closer inspection one notices how 
the image on each canvas is uniquely dis-
tressed. Colors bleed, fields of black are bro-
ken into striations, graphics simply fail to 
line up, creating flagrant disjunction. This 
is the aesthetic of an artist whose process 
is geared towards engineering exquisite 
imperfections. 

If there could be such a thing as a print-
er’s painter, Guyton would be it. All of the 
“paintings” and “drawings” in this exhibi-
tion of over 80 works were produced on ink-
jet printers. So if neither paint nor pencils 
are required, one might wonder how these 
works qualify as anything other than prints. 
The answer for Guyton is a matter of scale 
and material. If it’s small and on paper, it’s 
a drawing; big and on canvas means it’s a 
painting. While this may seem like a con-
ceptualist’s game, it also points to the Guy-
ton’s interest in the physicality of his work. 

Press materials explain that exhibition 
title “OS” is an acronym for “operating sys-
tem,” which we’re to understand as a nod to 
contemporary technology and to Guyton’s 
manipulation of it. However the “OS” could 
equally well stand for “occupying space,” an 
implication that grounds Guyton’s objects 
in the tangible environment of the Whit-
ney’s third floor. In fact, the physical layout 
of the exhibition has been designed to cor-
respond to the operating system of Guyton’s 
computer, the machine with which the art-
ist “paints” and “draws.” The temporary 
walls on which the work hangs are stag-
gered in a way that evokes the look of having 
multiple windows simultaneously open on 
one’s computer screen. Metaphorically, the 
viewer of “OS” is transported to the source 
of Guyton’s artworks.

At times Guyton has produced pieces for 
specific spaces. This is the case for the larg-
est work in the show, Untitled (2012), which 
spans the entire rear wall of the gallery. 
The image is of alternating red and green 
stripes, which like the flames and the letter 
“U,” is a repeating form in Guyton’s vocabu-

lary. Perhaps as a consequence of its incred-
ibly mundane content, this monumentally 
scaled object functions rather like some 
Minimalist sculptures, drawing less atten-
tion to itself than to the sheer amount of 

wall space it covers.
Large, site-specific works often seem 

awkward when taken out of their original 
context. This is not the case with the three 
large grey canvases—all Untitled (2011)—
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that Guyton designed for the concrete 
walls of the Kunsthaus Bregenz in Aus-
tria. At the Whitney, these canvases reso-
nate powerfully with the rest of Guyton’s 
oeuvre, most notably his series of darker, 
smaller monochromatic canvases. The 
shift in scale from massive to manageable 
is counterbalanced with visual density: the 
washy grey ink on the larger works allows 
light to pass through to the primed canvas 
lending them an airiness in contrast to the 
smaller pieces, which are so thoroughly 
inked they absorb light. 

It may seem odd then, given the physical 
nature of Guyton’s work, that the weakest 
pieces in the exhibition are also the most 
sculptural. The line of a dozen or so stain-
less steel variations on the letter “U,” dis-
play the repetition and idiosyncrasy that 
run through all of Guyton’s work, but these 
are not the result of chance operations on 
the machine’s part. There are no visual 
imperfections. Rather, these neat and tidy 
objects appear to be fabricated with the 
precision of a Donald Judd box. Alone,  
they are too tautological to be very inter-
esting, but in the context of the exhibition  
as a whole they provide an opposition to  
the overarching aesthetic of planned 
accidents. 

The most prevalent visual element in 
Guyton’s body of work is the letter “X.” On 
Guyton’s depthless canvases it floats, often 
broken, on a primed white surface. In a few 
instances the letter is printed many times 
across the canvas, occasionally in a variety 
of colors. At its most fundamental level this 
form is simply an intersection of two lines, 
and in a way it might be thought of as rep-
resenting confluence. The basic symmetry 

of the letter form echoes Guyton’s canvases, 
which tend to share a kind of disjointed 
symmetry around a centerline. In this 
sense, the “X” itself becomes a microcos-
mic symbol of Guyton’s aesthetic program, 
embodying a desire to bring disparate ele-
ments together as well as baring the inher-
ent two-sidedness that is apparent in many 
of the artist’s “paintings.”

In Guyton’s drawings, the “X” functions 
differently because the ground on which the 
letter is printed is nearly always an image. 
Guyton’s drawings represent the earliest 
examples of what would become his signa-
ture process. The artist tore pages from art 
and design books and ran them through his 
printer, partially covering the images with 
“X”s as well as black bars and the occasional 
dark disk. Many critics have seen this as a 
kind of cancellation, but it can just as easily 
be understood as convergence of represen-
tational imagery and abstract forms. In fact, 
the play between these two types of images 
captivates Guyton. It is why he wants his 
audience to know that the red and green 
stripes we see printed on canvases, wood, 
and paper are not merely abstract but actu-
ally an image of endpaper that the artist 
found in an Italian design catalog. 

At the Whitney I was standing in front 
of a moderately sized canvas covered with 
‘X’s when a gentleman beside me took out 
his phone and snapped a picture. In quick 
succession four guards said the same thing, 
“no pictures.” There was a bit of overlap and 
though the two-word injunction did not 
change, each iteration was unique. It was an 
auditory equivalent of the most character-
istic quality in Guyton’s work, triggered not 
by the object itself but by the three-way con-

junction of viewer, artwork and museum 
personnel. Guyton is not simply an abstract 
and process artists, he’s also a realist. 

“Wade Guyton OS” will be up through 13 
January 2013 at The Whitney Museum of 
American Art, New York, NY. 

Charles Schultz is a frequent contributor to  
Art in Print.

Wade Guyton, Untitled (2008), Epson Ultrachrome inkjet on linen, eight panels, 213.4 x 175.3 cm each, 213.4 x 1491 x 3.8 cm overall. Whitney Museum of American 
Art, New York, purchase, with funds from the Painting and Sculpture Committee, the Director’s Discretionary Fund, Allison and Warren B. Kanders, Andrew and 
Christine Hall, Donna Rosen, Pamella DeVos, Melva Bucksbaum and Raymond J. Learsy, Ginevra Caltagirone, Miyoung Lee, and Gregory Miller. Photo: Lamay 
Photo.

Wade Guyton, Untitled (2002). Epson DURABrite 
inkjet on book page, 26.4 x 18.7 cm. Collection of 
the artist. Photo: Ron Amstutz.
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Zarina: Paper Like Skin
By M. Brian Tichenor and Raun Thorp

Zarina, Untitled (1970), relief print from collaged wood, printed in burnt umber on Indian handmade paper, 
76.2 x 55.9 cm. Edition of 10. UCLA Grunwald Center for the Graphic Arts, Hammer Museum. Purchased 
with funds provided by the Helga K. and Walter Oppenheimer Acquisition Fund. Photo: Robert Wedemeyer. 

Displacement and memory, and a keen 
            yearning for order, are the key themes 
running through the very compelling and 
personal survey, “Zarina: Paper Like Skin.” 
Zarina’s first-ever retrospective, spanning 
50 years of the Indian-born artist’s work, 
presents not only a deeply felt personal 
commentary on a life lived in exile, but also 
a catalog of the remarkable breadth of tech-
nique that has become integrated into the 
printer’s art in the last half century.

Zarina, (born Zarina Hashmi, in Aligarh, 
India in 1937,) the daughter of an academic 
Muslim family, grew up in an India which 
ceased to exist after the Partition of 1947. 
She earned a degree in mathematics and 
then, as the wife of a diplomat, lived in 
Thailand, France, Germany and Japan 
before moving to the United States in the 
1970s. In each location, she expanded her 
unique vision of the expressive power of her 
favorite medium, handmade paper. 

Zarina is a master printmaker: she 
trained in the legendary Atelier 17 in Paris, 
under the tutelage of Stanley William Hay-
ter, who was perhaps the most influential 
intaglio printmaker of his generation [see 
Art in Print Vol. 2, No. 3 for an overview of 
Hayter’s impact on 20th-century art]. In 
her own New York atelier she produced edi-
tions for many formidable modern artists, 
Picasso and Dalí among them. To have been 
involved in printmaking in the 60s and to 
have traversed so many corners of the globe 
afforded the artist a front row seat for two 
major developments within her genera-
tion’s international avant-garde: the radical 
expansion of what could constitute “a print,” 
and more broadly, of the expressive possibil-
ities of abstraction. An incisive intellect, she 
was also deeply involved in both the artistic 
revolution in 1960s Paris and in the seminal 
early chapters of the New York Feminist Art 
Institute in the 70s. Yet, though her work 
can be considered in the context of broad-
er worldwide movements and trends, it 
remains deeply personal, reflective of a life 
lived in transit.

Zarina’s work displays a broad range of 
technical mastery and inquisitiveness: the 
show features woodcuts, etchings, rub-
bings, incised paper, and even cast multi-
ples executed in paper and bronze, as well 
as other techniques. In an interview she 
said, “I looked at paper and just loved it. It 
is an organic material, almost like human 
skin: you can scratch it, you can mold it, it 
even ages.” This sensitivity to the malle-

ability and ephemerality of paper amplifies 
the effect her tightly choreographed images 
have on the sheet. She deploys many variet-
ies of papers, from many different cultures, 
in conscious and effective ways: her prints 
are sometimes as much about the texture 
of the surface as they are about the printed 
image.

While stylistically broad, Zarina’s work 
is anchored by a highly developed abstract 
language. This symbolic integrity connects 
widely varied works from across the five 

decades surveyed here. Home is a Foreign 
Place (1999) is the title of a cycle of 36 etch-
ings that lies at the heart of the exhibition. A 
glossary of the artist’s singular iconograph-
ic lexicon, this series speaks to the human 
desire to define a context for the concept of 
home, and to find the illustrative and repre-
sentational means to expand its definition. 
The titles, written in her native Urdu, run 
the gamut from the familiar (threshold and 
fragrance) to the Ptolemaic (Earth, Sky and 
Moon,) to the conceptually abstract (border, 
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despair and distance.) They mark tenuous 
anchor points that track the peripatetic 
range of the exile’s experience, from the 
banal to the universal. Another poignant 
group of prints, Letters from Home (2004) 
is literally and physically based on a series 
of letters, again written in Urdu, that the 
artist’s sister wrote to her, but did not send, 
about deaths in their family. Zarina over-
lays on these letters the charged imagery 
of her remembered Indian home, moving 
from blurring to almost complete blacken-
ing of the texts. Mapping and architecture 
(another of Zarina’s interests) play a large 
part in her iconography; she again uses her 
technical fluency in printmaking to elevate 
this often dry visual language into a highly 
expressive personal statement. The politi-
cally charged These Cities Blotted into Wil-
derness (2003) is a suite of nine prints that 
uses maps, carved in expressive, gestural 
lines, to depict the violent nature of the 

cities they describe. Another group of nine 
prints (and cover sheet,) Homes I Made/ A 
Life in Nine Lines (1997,) uses a softer, hazy 
line embedded in a scumbled field to imbue 
these simple plan views of Zarina’s homes 
with a sense of longing and loss.

 Rootlessness is a state endemic to many 
in our time: it is a poignant and moving 
experience to see this ever-increasing con-
dition explored by an artist of this caliber.

In Zarina’s own words: “Art is my mother 
tongue.” This retrospective is a provocative 
and compelling body of work, deserving of a 
much broader audience. 

‘Zarina: Paper Like Skin” was organized 
by Allegra Pesenti, curator of the Grunwald 
Center for the Graphic Arts at The Hammer 
Museum. It was on view at the Hammer 
Museum from 29 September–30 December 
2012. The show will travel to The Guggen-
heim Museum, New York (25 January–21 
April 2013) and to the Art Institute of Chi-

cago (27 June–22 September 2013). A cata-
logue accompanies the exhibition: Zarina: 
Paper Like Skin by Allegra Pesenti, with con-
tributions by Aamin R. Mufti and Sandhini  
Poddar. 192 pages. Published by the Ham-
mer Museum, Los Angeles, and Delmonico 
Books Prestel, Munich, London and New 
York, 2012. 

M. Brian Tichenor and Raun Thorp are by turns 
architects, artists, designers and print collectors. 
They live and work in Los Angeles.

“Zarina: Paper Like Skin” installation at the Hammer Museum, Los Angeles, 2012. Photo: Brian Forrest.
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New Editions
Listings 2012

New Editions 

Tomma Abts 
Untitled [red gap] Untitled [floating rectangle]  
(2012)
Lithographs, 29.7 x 21 cm. Edition of 30. Printed by 
Pauper’s Press, London, published by Whitechapel 
Gallery, London. £1500 the pair.

Ann Aspinwall  
München II (A) and München II (B) (2012)
Collagraphs, 22 x 31 inches each. Editions of 14. 
Printed and published by Ann Aspinwall, New York. 
$950 each.
Roma II (2012)
Collagraph, image 20 x 15 inches, sheet 26  3/4 x  
21 1/8 inches. Edition of 18. Printed and published by 
Ann Aspinwall, New York. $700. 

John Baldessari  
Crowds with Shape of Reason Missing (2012)
Series of 6 Mixografía® prints on handmade paper, 
30 x 43 1/2 inches. Edition of 60. Printed and 
published by Mixografía, Los Angeles. $6500 each.

Glen Baldridge, It all ends (2012)
Archival inkjet pigment print and UV screenprint 
with color shift pigment on museum board, 24 x 
24 inches. Edition of 20. Printed at Axelle Editions, 
Brooklyn, published by Forth Estate, Brooklyn. $900.

Rachel Bess, Potion (2012)
Multi-block linocut and watercolor, image 10 x 8 
inches, sheet 14 1/2 x 12 inches. Variable edition of 
40. Printed by Brent Bond, published by Santo Press, 
Scottsdale, AZ. $125.

Brent Bond, Minitaur (2012)
Reduction linocut and letterpress, image 9 x 3 3/4 
inches, sheet 12 x 8 inches. Edition of 40. Printed by 
Brent Bond, published by Santo Press, Scottsdale, AZ. 
$80.

Tomma Abts, Untitled [red gap] Untitled [floating 
rectangle (2012), lithographs.

John Baldessari, Crowds with Shape of Reason 
Missing #6 (2012), Mixografía® print.

Glen Baldridge, It all ends (2012), archival inkjet 
pigment print and UV screenprint with color shift 
pigment on museum board.

Rachel Bess, Potion (2012),  
multi-block linocut and watercolor.

Brent Bond, Minitaur (2012),  
reduction linocut and letterpress.

Ann Aspinwall, München II (A) (2012), collagraph.

Anne Appleby, Cottonwood (2012), 5-color aquatint with burnishing.

Ahmed Alsoudani, Untitled (2012), etching, spit bite 
aquatint and drypoint with hand coloring.

Ahmed Alsoudani, Untitled (2012)
Etching, aquatint, spit bite aquatint and drypoint 
with hand coloring, 25 1/2 x 40 1/2 inches. Edition of 
25. Printed by Peter Pettengill and Caitlin Riordan 
(hand coloring by the artist), published by Wingate 
Studio, Hinsdale, NH. Price on request.

Anne Appleby 
Cottonwood (2012)
23 x 47 1/2 inches. $2,500.
False Iris (2012)
24 1/2 x 24 1/4 inches. $1,800.
Horsetail (2012)
23 1/2 x 18 1/4 inches. $1,500.
Quaking Aspen (2012)
30-1/4 x 29-1/4 inches. $2,000.
River (2012)
26 x 32 inches. $2,000. 
Five-color aquatints with burnishing. Editions of 
20. Printed and published by Crown Point Press, 
San Francisco.
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Paul Booth, Mother and Child (2012)
Linocut, image 10 x 8 inches, sheet 14 1/2 x 12 inches. 
Edition of 40. Printed by Brent Bond, published by 
Santo Press, Scottsdale, AZ. $80.

Eva Bovenzi, From Blue #16 (2012)
Aquatint etching, 26 1/2 x 32 inches. Printed and 
published by Oehme Graphics, Steamboat Springs, 
CO. $1400. 

Catherine Brooks, Moon Breath (2012)
From a series of 20 etchings in progress titled 
“There’s a Light”, burnished sugar lift aquatint on 
gampi paper chine collé, 9 x 9 inches. Edition of 20. 
Printed and published by Catherine Brooks Projects, 
Chicago, IL. $400.

Brad Brown
‘Okina #7’ and ‘Okina #21’ (2012)
Color monotypes, 22 1/4 x 15 inches each. Printed 
and published by Shark’s Ink, Lyons CO. $2000 each.

Tom Burckhardt
Cast (2012)
Color etching and aquatint. 
Pretty Little Liars (2012)
Color etching and aquatint, image 8 x 10 inches, sheet 
14 x 14 7/8 inches each. Edition of 18 each. Printed  
and published by Jennifer Melby, Brooklyn, NY. $900 
each.
Starks (2012)
Reduction etching, image 9 7/8 x 7 7/8 inches, sheet 
15 x 13 inches. Edition of 10. Printed and published 
by Jennifer Melby, Brooklyn, NY. $650.
Ex Libris (2012)
Color etching and aquatint, image 10 x 15 3/4 inches, 
sheet 16 1/2 x 21 1/2 inches. Edition of 25. Printed and 
published by Jennifer Melby, Brooklyn, NY. $1100.

Dale Carney, Trojan Horse (2012)
10-color screenprint, 46 x 34 cm. Edition of 50. 
Printed by Holding Page, London, published by 
Whitechapel Gallery, London. £130.

Alex Cerveny  
Nasografias (2012)
2-color lithograph, 19 x 24 inches. Edition of 20. 
Printed and published by Tamarind Institute, 
Albuquerque, NM. $650.
Human Nature (2012) 
Two-color lithograph, 22 x 15 inches. Edition of 
20. Printed and published by Tamarind Institute, 
Albuquerque, NM. $600.

Chuck Close, Jasper (2012)
Archival watercolor pigment print (90°) on 
Hahnemühle rag paper, 75 x 60 inches. Edition 
of 3. Printed and published by Magnolia Editions, 
Oakland, CA. Price on request.

Carmon Colangelo
Torch and Pedestal (2012)
Glocal Yocal (2012)
Flat Logic (2012)
Intaglio, collage, digital, and hand coloring, 44.5 x 60 
inches each. Unique images. Printed and published 
by Pele Prints, St. Louis. $4500 each.

Catherine Brooks, Moon Breath (2012), etching.

Brad Brown, Okina #7 (2012), color monotype

Tom Burckhardt, Ex Libris (2012),  
color etching and aquatint.

Dale Carney, Trojan Horse (2012), 
10-color screenprint.

Alex Cerveny, Nasografias (2012), 2-color lithograph.

Chuck Close, Jasper (2012), archival watercolor 
pigment print on Hahnemühle rag paper.

Eva Bovenzi, From Blue #16 (2012), aquatint etching.

Paul Booth, Mother and Child (2012), linocut.

Carmon Colangelo, Flat Logic (2012), intaglio, 
collage, digital, and hand coloring.
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Paul Coldwell, Still Life with keys (2012)
Inkjet and laser-cut relief, image 47 x 64 cm, sheet  
59 x 84 cm. Edition of 6. Printed and published by 
Paul Coldwell, London. $1200.
Still Life with pearls (2012)
Inkjet and laser-cut relief, image 47 x 64 cm, sheet 59 
x 84 cm. Edition of 6. Printed and published by Paul 
Coldwell, London. $1200.

Matt Connors, Circular : Brown/Purple (2012)
Color screenprint, 13 1/4 x 10 inches. Edition of 
20. Published by the 2012 New York Art Book Fair. 
Available through Printed Matter, New York. $150.

Mark Dion, Hunting Standards (2012)
A suite of four screenprints in a paper folio, 16 x 20 
inches. Edition of 20 on paper, edition of 20 on felt. 
Printed and published by LeRoy Neiman Center for 
Print Studies, Columbia University, New York, NY. 
$3000.

Alex Dodge, Eternity is without limits, and so it has 
no laws (2012)
6-color UV screenprint with braille texture on 2-ply 
museum board, 20 x 32 inches. Edition of 30. Printed 
at Axelle Editions, Brooklyn, NY, published by Forth 
Estate, Brooklyn, NY. $900.

Marie Yoho Dorsey
Where the Wild Things Are (2012) 
On a Clear Night (2012)
Untitled (2012)
Etchings with hand-embroidery on Japanese goyu, 
22.5 x 30.5 inches each. Edition of 4. Printed and 
published by Bleu Acier Inc., Tampa, FL. $1200 each.

Elizabeth Dove, It Started with Aardvark (2012)
26 screenprints (one for each letter of the alphabet), 
24 x 22 inches. Editions of 8. Printed and published 
by Elizabeth Dove, Missoula, MT. $350 each.

Blaise Drummond, We met in Summer (2012) 
Lithograph, 65 x 50 cm. Edition of 30. Printed and 
published by Michael Woolworth Publications, 
Paris. €600.

Clare Curtis, Winch (2012), three-color lithograph.

Matt Connors, Circular: Brown/Purple (2012), 
color screenprint.

Karin Davie, Liquid Life Mono No. 8 (2012), 
watercolor monotype.

Tony DeLap, Too Much Green III (2012),  
five-color lithograph.

Mark Dion, Hunting Standars (Boar) (2012),  
screenprint on paper.

Alex Dodge, Eternity is without limits, and so it 
has no laws (2012), 6-color UV screenprint with 
braille texture on 2-ply museum board.

Marie Yoho Dorsey, On a Clear Night (2012), 
etchings with hand-embroidery on Japanese goyu.

Elizabeth Dove, It Started with Aardvark (Letter Z) 
(2012), screenprint.

Blaise Drummond, We met in Summer (2012), 
lithograph.

Andrea Evans, Yellow Plaid Shirt (2012)
Multi-block linocut, image 8.5 x 4.25 inches, sheet 
13 x 9 inches. Edition of 40. Printed by Brent Bond, 
published by Santo Press, Scottsdale, AZ. $60.

Karin Davie, Liquid Life Mono No. 8 (2012) from 
Liquid Life Monotype Series
Watercolor monotype, 21 7/8 x 21 7/8 inches. Unique 
image. Printed by Max Portnoy, published by New 
West Editions, Seattle, WA. $4000.

Tony DeLap, Too Much Green I-IV, 2012 
Five-color lithograph, 26 x 22 inches. Edition of 
15. Printed and published by Tamarind Institute, 
Albuquerque, NM. $3500 each/$10,000 for the set.

Paul Coldwell, Still Life with Keys (2012),  
inkjet and laser-cut relief.

Clare Curtis 
Ferry I (2012) 
Ferry II (2012) 
Winch (2012)
Three-color lithographs, 30 x 69 cm each. Editions 
of 75. Printed and published by Curwen Studios, 
Linton, UK. £170 each.
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Rafael Ferrer  
Jingo (2012)
Color lithograph, 20 x 34 inches. Edition of 25. 
Printed by and published by Shark’s Ink, Lyons CO. 
$1600.
Full (2012)
Why (2012)
Lithographs, 15 x 22 inches each. Edition of 15 each. 
Printed by and published by Shark’s Ink, Lyons, CO. 
$600 each.

Tony Fitzpatrick, The Path of Thieves (2012)  
from the American Etchings series
Color etching with aquatint, 5 x 7 inches. Edition of 
45. Printed and published by Black Shamrock Press, 
Chicago, IL. $1200. 

Joe Fyfe, Untitled #1-14 (2012)
Suite of 14 monoprints from 2 different sugar lift 
copper plates and collage, image 24 x 18 inches, 
sheet 30 1/2 x 22 1/2 inches. Unique images. Printed 
and published by Bleu Acier Inc., Tampa, FL. $3500.

Mark Graver, Shadowplay Triptych (2012)
Acrylic resist etching, carborundum and chine-collé, 
each panel 29.5 x 25.5 inches, total 29.5 x 76.5 inches. 
Edition of 20. Printed by the artist, published 
by Wharepuke Print Studio, Bay of Islands, New 
Zealand. $3670.

Brett Groves, Correspondence 04 (One Fare) (2012)
8 color waterbase and 1 color UV silkscreen, 18 1/4 
x 16 inches. Edition of 20. Printed by the artist, 
published by Forth Estate, Brooklyn, NY. $400.

Tiago Gualberto 
10000 cruzeiros (2012)
6-color lithograph, 22 x 30 inches. Edition of 16. 
Printed and published by Tamarind Institute, 
Albuquerque, NM. $800.
Pay Per Doll 1 (2012)
Pay Per Doll 2  (2012)
2-color lithograph, 19 x 25 each. Edition of 28. 
Printed and published by Tamarind Institute, 
Albuquerque, NM. $500 each.

Susan Hall 
Solitary Oak (2012)  
As the Moon Rises (2012)
Color lithographs, 18 x 24 inches each. Editions of 25 
each. Printed and published by Shark’s Ink, Lyons, 
CO. $1500 each, $2700 for the pair.

Marcelle Hanselaar 
We’re All Bleeding 1, 2, 3, 4, 5, 6, 7, 8, 9  (2012)
Etching and aquatint, handcolored, image 25 x 20 
cm, sheet 40 x 35 cm.  Edition of 30 (15 handcolored). 
Printed by the artist, published by Julian Page, 
London. £400 (£450 handcolored).

Andrea Evans, Yellow Plaid Shirt (2012),  
multi-block linocut.

Rafael Ferrer, Why (2012), lithograph..

Tony Fitzpatrick, The Path of Thieves (2012),  
color etching.

Deborah Freedman, Tree #2 (2012), monotype.

Joe Fyfe, Untitled #1 (2012), monoprint.

Mark Graver, Shadowplay Triptych (2012), acrylic 
resist etching, carborundum, chine-collé.

Brett Groves, Correspondence 04 (One Fare)(2012), 
eight-color waterbase / one-color UV silkscreen.

Tiago Gualberto, 1000 cruzeiros (2012),  
six-color lithograph.

Susan Hall, As the Moon Rises (2012),  
color lithograph.

Marcelle Hanselaar, We’re All Bleeding #3  
(2012), etching and aquatint, handcolored.

Deborah Freedman, Four Freedoms Series:  
Cormorants #1, View of the Hudson #1, Park Allee #1, 
Tree #2 (2012)
Monotypes, 22 x 30 inches. Printed and published by 
Van Deb Editions, New York, NY. $1200.
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Kent Henricksen, Ghosts (2012)
Three digital embroideries on linen. Editions of 100 
each. Printed and published by Solo Impression, 
New York, NY.
Ghost Goddess 
12 x 8.5 inches. $600
White Ghost and Black Ghost 
8.5 x 5 inches. $400.

Daniel Heyman,  
Spring: Artist Contemplates (Inheritance) (2012)
Etching on wood veneer, 31.25 x 40 x 1.5 inches. 
Edition of 5. Printed by C.R. Ettinger Studio, 
Philadelphia, PA, published by the artist. $6,500. 
Available at Cade Tompkins Projects.
Winter: Artist Engages (2012)
Etching and woodcut on plaster tiles, suite of 3 
prints measuring 91.25 x 182.25 x 1.5 inches overall. 
Edition of 5. Printed by C.R. Ettinger Studio, 
Philadelphia, PA, published by the artist. $45,000. 
Available at Cade Tompkins Projects.

Susan Hiller, Small Study for “Homage to Marcel 
Duchamp” (2012)
Archival inkjet print, image 25.4 x 33.9 cm, sheet 
38.2 x 45.8 cm. Edition of 50. Printed by Jack Lowe 
Studio, Newcastle-upon-Tyne, UK, published by 
Ingleby Gallery, Edinburgh, Scotland. £500.

Charles Hinman, The Black & White Portfolio (2012)
Individual titles: Oblique Fault and Echelon Fault
4-color screenprint, image 22 x 30 inches, sheet 28 
x 36 inches. Editions of 6. Printed and published by 
Gary Lichtenstein Editions, Ridgefield, CT. $4000 
for the portfolio.
Lavender Triangle and Orange Triangle (2012)
4-color screenprint, image 32 3/4 x 32 inches, sheet 
38 x 38 inches each. Edition of 15 each. Printed and 
published by Gary Lichtenstein Editions, Ridgefield, 
CT. $1800 each.

Mildred Howard, Island People on  
Blue Mountain III (2012)
Color monoprint on found paper with collage
Island People on Blue Mountain V (2012)
Color monoprint on found paper with collage, 
pochoir and gold leaf, 20 x 15 inches each. Printed 
and published by Shark’s Ink, Lyons, CO. $3000 
each.

Tom Huck, The Bridal Suite (2012)
Suite of 5 color etchings with aquatint
Individual titles: Bride, Stang, Hitch, Sin and Lust, 
image 11 3/4 x 8 3/4 inches, sheet 14 x 11 inches 
each. Editions of 25. Printed by White Wings 
Press, Chicago, IL, published by Wildwood Press, 
Chesterfield, MO. $10,000 for the suite.

James Hugonin, Binary Rhythm (Dark Red / Indigo) 
(2012)
42 color screenprint (two parts), image 81.6 x 72.2 
cm, sheet 107.5 x 92.5 cm each. Edition of 45. Printed 
by The Print Studio, Cambridge, UK, published by 
Ingleby Gallery, Edinburgh, Scotland. £6000.

Regin Igloria, Untitled (2012)
Serigraph, 22 x 30 inches. Edition of 35. Printed 
by Angee Lennard, published by Spudnik Press 
Cooperative, Chicago, IL. $250.

Kent Hendricksen, Black Ghost (2012),  
digital embroideries on linen.

Daniel Heyman, Spring: Artist Contemplates 
(Inheritance) (2012), etching on wood veneer.

Susan Hiller, Small Study for “Homage to Marcel 
Duchamp (2012), archival inkjet print.

Charles Hinman, Lavender Triangle (2012),  
four-color screenprint.

Mildred Howard, Island People on Blue Mountain 
III (2012), color monoprint on found paper with 
collage, pochoir and gold leaf.

Tom Huck, Sin (2012), five-color etching with 
aquatint.

James Hugonin, Binary Rhythm (Dark Red / 
Indigo) (2012), 42-color screenprint (two parts).

Regin Igloria, Untitled (2012), serigraph.

Teresa James, Look to no Other Arm (2012)
Cyanotype, 20 x 26 inches. Edition of 5. Printed and 
published by White Wings Press, Chicago, IL. $1700.
Mary of Sorrows (2012)
5 color etching with aquatint and photogravure, 
image 9 3/4 x 7 3/4 inches, sheet 14 x 12 inches. 
Edition of 13. Printed and published by White Wings 
Press, Chicago, IL. $750.
And so it Begins (2012)
Cyanotype, 80 x 40 inches. Edition of 3. Printed and 
published by White Wings Press, Chicago, IL. $2500.

Hong Seon Jang, Black Forest, 2012
Screenprint, image 13 3/4 x 21 inches, sheet 18 x 25 
inches. Edition of 12. Printed and published by 
Lower East Side Printshop, New York. $900.
Labyrinth, 2012
Screenprint, image 25 1/4 x 43 1/2 inches, sheet 30 x 
47 3/4 inches. Edition of 12. Printed and published by 
Lower East Side Printshop, New York. $1700.
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Jasper Johns, Untitled (2012)
Intaglio, 21 x 16 inches. Edition of 30. Printed and 
published by LeRoy Neiman Center for Print Studies, 
Columbia University, New York, NY. $17,500.

Beryl Korot, Weaver’s Notation Variation 1 and 2 (2012)
Digital embroidery and inkjet print, 21 1/4 x 21 1/4 
inches each. Edition of 6 each. Printed by Rodney 
Doyle and Judith Solodkin, published by Solo 
Impression Inc. and Beryl Korot. $4000 each.

David Kramer 
Cheryl (2012)
Screenprint, archival inkjet, and collage, image 26 
x 18 3/4 inches, sheet 30 x 22 inches. Edition of 14. 
Printed and published by Lower East Side Printshop, 
New York, NY. $1700.
Gagosian (2012)
Screenprint and hand additions with ebony pencil, 
22 x 30 inches. Edition of 14. Printed and published 
by Lower East Side Printshop, New York, NY. $1700.
Mexico (2012)
Screenprint, archival inkjet, and collage, image  
24 1/4 x 20 inches, sheet 30 x 22 inches. Edition of 14. 
Printed and published by Lower East Side Printshop, 
New York, NY. $1700.
Winter Wines, (2012)  
Screenprint, archival inkjet, and collage, image  
25 x 17 1/4 inches, sheet 30 x 22 inches. Edition of 14. 
Printed and published by Lower East Side Printshop, 
New York, NY. $1700.

Robert Kushner
Camellia IX and Camellia XI (2012)
Color screenprint/monoprint on contemporary and 
antique Ikat silk, 31 x 31 inches. Printed by Brand 
X Editions Ltd, Long Island City, NY, published by 
Brand X Editions Ltd. and Shark’s Ink, Lyons, CO. 
$4000.

Teresa James, Look to no Other Arm  
(2012), cyanotype.

Hong Seon Jang, Black Forest (2012), screenprint.

Jasper Johns, Untitled (2012), intaglio.

Darina Karpov, Air Blooming (2012), screenprint.

Deborah Kass, Being Alive (2012), nine-color 
screenprint on museum board.

Ellsworth Kelly, Color Over Black (2012), six-color lithograph.

Beryl Korot, Weaver’s Notation Variation 2 (2012), 
digital embroidery and inkjet print.

David Kramer, Gagosian (2012), screenprint and 
hand additions with ebony pencil.

Robert Kushner, Camellia XI (2012), color 
screenprint/monoprint on contemporary and  
antique ikat silk.Darina Karpov

Air Blooming (2012)
Crawlers (2012)
Screenprint, archival inkjet, and collage, image 17 1/2 
x 11 1/2 inches, sheet 22 x 15 1/2 inches each. Edition 
of 10 each. Printed and published by Lower East Side 
Printshop, New York, NY. $900 each.

Deborah Kass, Being Alive (2012)
Nine-color screenprint on museum board, 24 x 24 
inches. Edition of 65. Printed by Brand X Editions, 
Long Island City, NY, published by Lococo Fine Art 
Publisher, St Louis, MO. $2400.

Ellsworth Kelly, Color Over Black (2012)
6-color lithograph, 71.1 x 195.6 cm. Edition of 
35. Printed and published by Gemini G.E.L., Los 
Angeles, CA. $38,000.
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Dominique Labauvie 
Hudson’s Pier (2012)
Gary (2012)
Seven Days (2012)
Bubbles (2012)
Photogravure, woodcut printed on Goyu, 30.5 x 22.5 
inches each. Editions of 11. Printed and published by 
Bleu Acier Inc., Tampa, FL. $1500.

Leigh Ledare
An Invitation: 
Friday, July 22, 2011
Saturday, July 23, 2011
Sunday, July 24, 2011
Monday, July 25, 2011
Tuesday, July 26, 2011
Wednesday, July 27, 2011
Thursday, July 28, 2011 
(2012)
A suite of seven offset lithographs with silkscreen, 
hand-additions, and a contract in archival laserjet, 
74 x 41 inches / 5 1⁄4 x 32 inches / 11 x 8 1⁄2 inches. 
Edition of 16. Printed and published by LeRoy 
Neiman Center for Print Studies, Columbia 
University, New York, NY. $12,500, $60,000 the set.

Hung Liu 
The Lifter (2012) and The Reader (2012)
Woodcuts with acrylic, 23 1/4 x 34 3/4 inches. Edition 
of 25. Printed and published by Magnolia Editions, 
Oakland, CA. $3600.

Nicola López
Infrastructure +1 (2012)
Infrastructure +2 (2012)
Infrastructure +3 (2012)
Five-color lithograph, 44 x 29 3/4 inches. Edition 
of 12. Printed and published by Tamarind Institute, 
Albuquerque, NM. $3500, $9000 for the set.

Nancy Macko, Kiss Me Goodbye (2012)
Digital monotype from the suite of 10, embossment, 
xerox transfer and hand stamping, 28 7/8 X 21 5/8 
inches. Unique image. Printed and published by 
Macko Studios, Upland, CA. $3500.
Hiding Inside My Mother’s Death, #3 (2012)
Digital monotype from the suite of 10, 24 x 18 1/2 
inches. Unique image. Printed and published by 
Macko Studios, Upland, CA. $3000.

David Marell
Animals on the Verge of Extinction Series (2012)  
Individual titles: Elephant Family, Cape Buffalo, 
Early Man. 
Etching and aquatint, 11 x 14 3/4 inches. Edition of 
20. Printed by Marjorie Van Dyke and published by 
VanDeb Editions, New York, NY. $450.

Jean-François Maurige,  
Oblique plus Rayures I – IX (2012)
Set of 9 lithographs and woodblock, sizes vary from 
65 x 89.5 cm to 52.5 x 37 cm. Editions vary from 8 
to 16. Printed and published by Michael Woolworth 
Publications, Paris. €450 - €700.

Mary Fielding McCleary, Traveler (2012)
Polymer-gravure etching with chine collé, printed à 
la poupée, image 16 x 20 inches, sheet 22 x 30 inches. 
Printed and published by Flatbed Press, Austin, TX. 
$1200 at publication.
Swan (2012)
Polymer-gravure etching, image 16 x 20 inches, 
sheet 22 x 30 inches. Printed and published by 
Flatbed Press, Austin, TX. $1000 at publication.

Harland Miller 
Love, A Decisive Blow Against If (2012)
16-color screenprint, 95 x 75 cm. Edition of 50. 
Printed by K2 Screen, London, published by Ingleby 
Gallery, Edinburgh, Scotland. £2500.

Dominique Labauvie, Hudson’s Pier (2012), 
photogravure, woodcut printed on Goyu.

Nicola Lopez, Infrastructure +2 (2012),  
five-color lithograph.

Leigh Ledare, An Invitation: Monday,  
July 25, 2011 (2012), offset lithograph  
with silkscreen hand additions.

Hung Liu, The Lifter (2012), woodcut with acrylic.

Nancy Macko, Hiding Inside My Mother’s Death 
(2012), digital monotype.

David Marell, Elephant Family (2012),  
etching and aquatint.

Jean-François Maurige, Oblique plus Rayures VI 
(2012), lithograph and woodblock.

Mary Fielding McCleary, Traveler (2012), polymer-
gravure etching with chine collé printed à poupée.

Harland Miller, Love, A Decisive Blow Against If 
(2012), 16-color screenprint.
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Hiroki Morinoue, Low Tide and High Tide (2012)
Two-color woodcuts, 22 x 30 inches each. Editions  
of 30. Printed and published by Shark’s Ink, Lyons, 
CO. $1800 each, $3200 for the pair.

David Musgrave, Reverse Golem Portfolio (2012)
Portfolio of five etchings and one mezzotint, image 
8 x 7 inches, sheet 15 x 13 inches. Edition of 10. 
Printed and published by Edition Jacob Samuel, 
Santa Monica, CA. $10,000.

LeRoy Neiman 
New York City 1955 (2012)
Photogravure with chine collé, 20 1⁄4 x 24 1⁄2 
inches. Edition of 25. Printed and published by 
LeRoy Neiman Center for Print Studies, Columbia 
University, New York, NY. $4000.
Carousel 1954 (2012)
Photogravure with chine collé, 20 1⁄4 x 24 1⁄2 
inches. Edition of 25. Printed and published by 
LeRoy Neiman Center for Print Studies, Columbia 
University, New York, NY.  $3500.

Audrey Niffenegger, The Changeling (2012)
Three-color etching with aquatint and 
photogravure, image 15 3/4  x 14 inches, sheet  
20 1/2 x 19 inches. Edition of 20. Printed and 
published by White Wings Press, Chicago, IL. $1200. 

Stéphane Pencréac’h, L’ horloge I and II (2012)
Woodcut, 125 x 125 cm. Editions of 5 (I), and 8 (II). 
Printed and published by Michael Woolworth 
Publications, Paris. €2200 each.
Narcissus II (2012)
Woodcut, lithography and hand painting, 220 x 240 
cm. Edition of 5. Printed and published by Michael 
Woolworth Publications, Paris. €5000.
Nu au bassin I and Nu au bassin II  (2012)
Woodcut and lithograph, 125 x 125 cm. Edition 
of 6 (I), edition of 11 (II). Printed and published by 
Michael Woolworth Publications, Paris. €2200 each.

Serena Perrone
Maintaining a Safe Distance and Living to Tell (2012)
Suite of 20 photolithography and silkscreen prints 
11 x 15 inches each. Edition of 6. Printed and 
published by the artist. Philadelphia, PA. $16,000.

Markus Raetz, Looping (2012)
Heliogravure from painted glass. Image 30.8 x 39.2 
cm, sheet 70 x 55 cm. Edition of 33. Printed by Atelier 
de Gravure Moutier, Switzerland, published by the 
Kunstmuseum Basel, Switzerland. CHF 2500.

Claudia Ryan, Untitled 1-5 (2012)
Suite of 5 etchings printed on Kitakata, 16 x 20 
inches. Edition of 5. Printed and published by Bleu 
Acier Inc., Tampa, FL. $600 each/ $2500 for the set. 

Alison Saar, Coup de Grâce (2012) 
4-color lithograph, 19 x 25 inches. Edition of 16. 
Printed and published by Tamarind Institute, 
Albuquerque, NM. $800.
Equinox (2012)
4-color lithograph, 48 x 16 inches. Edition of 16. 
Printed and published by Tamarind Institute, 
Albuquerque, NM. $1800.
Compton Nocturne (2012)
3-color lithograph, 19 x 25 inches. Edition of 28. 
Printed and published by Tamarind Institute, 
Albuquerque, NM. $800. 

Dana Schutz, Backstroke (2012)
Three-color woodblock with one color photo-litho 
on Coventry paper, 17 3/4 x 12 1/4 inches. Edition of 
25. Printed by Rob Swainston at Prints of Darkness, 
Brooklyn, NY, published by I.C. Editions, Inc. to 
benefit the Editions | Artists’ Book Fair. $1600.   

Sean Scully, Cut Ground Red (2012)
Etching and aquatint, 30 1/4 x 40 inches. Edition 
of 40. Printed and published by Tandem Press, 
Madison, WI. $7500.

Richard Serra, Double Rift I (2012)
3-panel etching, 243.8 x 365.8 cm overall. Edition 
of 12. Printed and published by Gemini G.E.L., Los 
Angeles, CA. $60,000.

Audrey Niffenegger, The Changeling (2012),  
three-color etching with aquatint and photogravure.

Hiroki Morinoue, High Tide (2012), two-color woodcut.

David Musgrave, Reverse Golem Portfolio #4 
(2012), etching.

LeRoy Neiman, New York City 1955 (2012), 
photogravure with chine collé.

Stéphane Pencréac’h, Nu au bassin I (2012), 
woodcut and lithograph.

Serena Perrone, Maintaining a Safe Distance and 
Living to Tell (2012), suite of 20 photolithography 
and silkscreen prints.

Markus Raetz, Looping (2012), heliogravure from 
painted glass.

Claudia Ryan, Untitled 1 (2012), etching printed  
on Kitakata.
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David Shrigley  
“I wish not to be reminded of the past” (2012)
“Please don’t park here” (2012)
Lithographs, 65 x 50 cm each. Editions of 25. Printed 
and published by Michael Woolworth Publications, 
Paris. €800 each.

James Siena
Three handmade paper editions (2012)
Twelve Circles, Twelve Squares (Red-Yellow)
Twelve Circles, Twelve Squares (Black-White)
Twelve Circles, Twelve Squares (Yellow-Blue) 
Pigmented linen on abaca in frame designed by 
the artist, paper 11 x 8 1/2 inches, frame 13 x 10 1/2 
inches. Editions of 10. Fabricated and published by 
Dieu Donné, New York, NY. $2200 each, $6000 for 
the set of three.
Decaying Sequence (2011)
Five-color lithograph, 30 x 22 inches. Edition of 
21. Printed and published by Tamarind Institute, 
Albuquerque, NM. $2500.
Coalition (2011)
Twelve-color lithograph, 22 1/2 x 18 inches. Edition 
of 21. Printed and published by Tamarind Institute, 
Albuquerque, NM. $2800.
Little Imp (2011)
Three-color lithograph, 21 x 16 inches. Edition of 
21. Printed and published by Tamarind Institute, 
Albuquerque, NM. $2500.
Twisted and Glitched, Recursive Combs,  
Red and Black (2011)
Four-color lithograph, 24 x 20 1/4 inches. Edition 
of 21. Printed and published by Tamarind Institute, 
Albuquerque, NM. $2500.

John F. Simon, Jr., Heat From the Core Raises  
Mountains and Opens Oceans (2011)
30-color waterbase screenprint, 30 x 36 inches. Edition 
of 42. Printed by Axelle Fine Arts, Brooklyn, NY, 
published by Editions Fawbush, New York, NY. $800.
This print from pioneering software artist and sculptor 
John F. Simon, Jr. derives not from binary code but 
from his practice of daily drawing for meditation.

Kiki Smith, Puppetry (2012)
Individual titles: Cloud, Miracle, Gift,  
Bouquet, Garland. 
Photopolymer (solar plates), 18 x 15 inches. Edition 
of 13. Published by KIDO Press, Tokyo, Japan. $7000 
for the set.

Alison Saar, Equinox (2012), 
four-color lithograph.

Dana Schutz, Backstroke (2012), three- 
color woodblock with one-color photo-litho  
on Coventry paper.

Sean Scully, Cut Ground Red (2012),  
etching and aquatint.

Richard Serra, Double Rift I (2012), etching.

David Shrigley, Please don’t park here (2012), 
lithograph.

James Siena, Twelve Circles, Twelve Squares  
(Red-Yellow) (2012), pigmented linen on abaca in 
frame designed by the artist.

John F. Simon Jr., Heat From the Core Raises 
Mountains and Opens Oceans (2012), 30-color 
waterbase screenprint.

Kiki Smith, Cloud (2012), photopolymer  
(solar plates).

T.L. Solien  
Japanese Clock (2012)
Lithography, intaglio, collage, 21 1/2 x 25 inches. 
Edition of 30. Printed and published by Tandem 
Press, Madison, WI. $2000.
Fireman’s Helmets (2012)
Lithography, intaglio, collage, 20 15/16 x 25 inches. 
Edition of 30. Printed and published by Tandem 
Press, Madison, WI. $2000.
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Diana Sudyka, Ghost Islands (2012)
5 color etching with aquatint, image 9 x 24 inches, 
sheet 14 x 29 inches. Edition of 20. Printed and 
published by White Wings Press, Chicago, IL. $500.

Barbara Takenaga
Day For Night State I and II (2012)  
Aquatint, sugar lift, spit bite, and white ground with 
hand coloring by the artist, 22 1/2 x 27 3/4 inches. 
Edition of 30 (1-15 printed in silver green and black/ 
16-30 printed in purple green and black). Printed and 
published by Wingate Studio, Hinsdale, NH. Price on 
request.

Richard Tuttle, Pacific Seriously (2012)
6-color spit bite, aquatint, chine collé and paper 
pulp construction, with unique hand-drawing by 
the artist, 51.4 x 64.1 x 5.1 cm. Series of 38 unique 
works. Printed and published by Gemini G.E.L., Los 
Angeles, CA. $6850.

Roy Wasson Valle with Brent Bond, Sci-Fi Action (2012)
Reduction linocut and letterpress, image 10 x 8 
inches, sheet 14 1/2 x 11 1/2 inches. Edition of 40. 
Printed by Brent Bond, published by Santo Press, 
Scottsdale, AZ. $90.

Jessie Van der Laan, incidentalis major: aurora (2012)
Relief, 28 x 47.25 inches. Edition of 6 monoprints. 
Printed and published by Pele Prints, St. Louis, MO. 
$900 each.
incidentalis minor: aurora (2012)
Relief, monotype, sizes range 30-39 x 13 inches. 
Edition of 4 monoprints. Printed and published by 
Pele Prints, St. Louis, MO. $350 each.

Mark Wagner, Vanity (2012)
Relief, letterpress, silkscreen and drawing over 
overprinted US dollar bills, 18 1/4 x 24 1/2 inches. 
Edition of 3 (each with a unique hand-drawn 
barcode). Relief and letterpress printing artist’s studio; 
screenprinting by Kayrock Screenprinting. Published 
by the artist under the name of X-ing Art. Available 
through Western Exhibitions, Chicago, IL. $1500. 

Mia Westerlund Roosen, Count Series #3 (2012)
Intaglio etching, 18 1/2 x 24 inches. Edition of 15. 
$1100.
Buttons and Loops #2 (2012)
Collagraph printed in graphite ink on Revere Silk 
paper, 11 3/4  x 14 1/2 inches. Edition of 10. $600.
Guantanamo Series (2012)
Eight etchings with chine collé, 9 1/2 x 12 inches each. 
Editions of 10. $500 each, $3600 for the set of eight.
All printed and published by Oehme Graphics, 
Steamboat Springs, CO. 

Roger White, Cutting Board (2012)
Etching: soft ground, aquatint and spit bite aquatint, 
9 1/2 x 11 1/2 inches. Edition of 17. 
Steamed Mirror (2012)
Etching: soft ground, aquatint and spit bite aquatint, 
10 1/2 x 12 3/4 inches. Edition of 17.  
Clothes on the Floor (2012)
Etching: soft ground, aquatint and spit bite aquatint, 
10 1/2 x 14 1/2 inches. Edition of 17. 
All printed and published by Wingate Studio, 
Hinsdale, NH. Prices on request.

David Wojnarowicz 
Untitled (One day this kid . . .) (1990/2012)
Letterpress on card, reproduction of the original 
Photostat edition, 8 1/2 x 11 inches. Edition of 100. 
Printed by Coeur Noir, Williamsburg, published by 
Printed Matter Inc, the Estate of David Wojnarowicz, 
and PPOW, New York. Sold out.

T.L. Solien, Fireman’s Helmets (2012), lithography, 
intaglio and collage.

Diana Sudyka, Ghost Islands (2012), five-color 
etching with aquatint.

Barbara Takenaga, Day For Night State II (2012), 
aquatint, sugar lift, spit bite and white ground with 
hand coloring by the artist.

Richard Tuttle, Pacific Seriously (2012), six-color spit 
bite, aquatint, chine collé and paper pulp construction.

Roy Wasson Valle with Brent Bond, Sci-Fi Action 
(2012), reduction linocut and letterpress.

Jessie Van der Laan, incidentalis minor: aurora 
(2012), relief, monotype.

Mark Wagner, Vanity (2012), relief, letterpress, 
silkscreen and drawing over overprinted US  
dollar bills.

Mia Westerlund Roosen, Guantanamo Series #7 
(blue) (2012), etching with chine collé.

Roger White, Cutting Board (2012), etching: soft 
ground, aquatint and spit bite aquatint.

David Wojnarowicz, Untitled (One day this kid...) 
(1990/2012), letterpress on card.

Franz West, Honeymoon (2012)
Papier-mâché with wire mesh, 39 1/4 inches 
diameter. Series of 28 unique works. Printed and 
published by Gemini G.E.L, Los Angeles, CA. $36,000.

Franz West, from the series Honeymoon (2012), 
papier maché with wire mesh.
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News of the 
Print World 

Exhibitions of Note 

For complete listings of current print exhibitions 
worldwide see the Art in Print calendar at  
www.artinprint.org.
 

CHICAGO, IL
Awash in Color: French and Japanese Prints
Through 20 January 2013 
Smart Museum, University of Chicago
www.smartmuseum.uchicago.edu
Examining both the rise of color printmaking 
(primarily through lithography) in France in the 19th 
century and the chromatic trajectory of Japanese 
ukiyo-e prints, this exhibition tells a new story about 
what happened in both countries when these two 
cultures met after the opening of Japan in 1854. 

HAMBURG, GERMANY
Captivated by Darkness: Charles Meryon  
and the French Etching Revival
Through 2 March 2013
Hamburger Kunsthalle, Hall of Master Drawings
www.hamburger-kunsthalle.de
Charles Meryon is often viewed as a marginalized 
artist, outside the 19th-century Parisian art scene, 
one whose innovations were solely the result of 
mental illness. This exhibition curated by Jonas 
Beyer, instead positions Meryon at the forefront 
of the 19th-century etching revival through his 
involvement with the Société des Aquafortistes and 
the praise of peers such as Charles Baudelaire. The 
publication, Im Banne des Dunkels; Charles Meryon 
und die französische Radierbewegung Herausgegeben, 
accompanies this exhibition. It includes essays by 
Andreas Stolzenburg and Jonas Byer.

LONDON, UK
Ed Ruscha: I’m Amazed—Four Decades  
of Printmaking 
10 January – 15 February 2013 
Bernard Jacobson Gallery 
www.jacobsongallery.com
“I’m Amazed—Four Decades of Printmaking” 
provides unique insight into the graphic output of 
Ed Ruscha, focusing on his world of words.

LONDON, UK
Mit Senoj 
14 February – 16 March 2013 
www.paulstolper.com/
This will be the first solo show of Mit Senoj at Paul 
Stolper. [For a review of his previously shown etch-
ings, please see Art in Print, Vol. 2, No. 2].

LONDON, UK
‘Instructions—Tilt To and Fro’
Lenticular prints 1967 to the present
11 January – 9 February 2013 
Paul Stolper, London, UK
www.paulstolper.com/
Artists include Mat Collishaw, Damien Hirst, Sarah 
Hardacre, Richard Hamilton, Roy Lichtenstein, 
Julian Opie and Yacoov Agam, among others.

LOS ANGELES, CA
Images in Peril
Through 2 February 2013
Cirrus Gallery
www.cirrusgallery.com
This group show features prints by Joe Goode, 
Charles Hill and Marven Harden, and the “peril” has 
to do with the relationship between the artist and 
the picture plane, seen as a zone of conflict. 

MADISON, WI
Tandem Press: Twenty-five Years
Through 3 February 2013
Chazen Museum of Art, University of Wisconsin
www.chazen.wisc.edu
For a quarter century, Tandem Press has brought 
internationally recognized artists to Madison 
to work, experiment with prints and interact 
with students. This exhibition will highlight the 
work of more than a dozen artists, including Judy  
Pfaff, Suzanne Caporael, Nicola López and 
Sean Scully. An illustrated exhibition catalogue 
with essays by Faye Hirsch, Art Hove and Paula 
Panczenko will accompany the exhibition.

MADISON, WI
German and Austrian Prints: 1890–1925
Through 2 March 2013
Chazen Museum of Art, University of Wisconsin
www.chazen.wisc.edu
This exhibition is drawn from the collection of 
Barbara Mackey Kaerwer, recently donated to the 
museum, and surveys a critical period of creativity 
in the graphic arts, from the neuroses of Vienna 
through the calamaties of Weimar Germany.

MINNEAPOLIS, MN
Art Formally Known as Prints: the 22nd  
Cooperative Exhibition
Through 26 January 2013
Highpoint Center for Printmaking
www.highpointprintmaking.org

The winter co-operative exhibition features more 
than 50 lithographs, relief prints, intaglio prints, 
and screenprints by 29 local printmakers currently 
working in Highpoint’s facilities. 

MUNICH, GERMANY
Honoré Daumier—Lithographs of  
the Kames Foundation
Through 17 February 2013
Pinakothek der Moderne
www.pinakothek.de
In 2011 the Walter and Brigitte Kames Foundation 
presented the Collective Foundation of Bavarian 
State Museums with over 3000 lithographs by 
Honoré Daumier. Marking the occasion of this  
new acquisition, the Staatliche Graphische 
Sammlung at the Pinakothek der Moderne presents 
around 240 prints from this gift. Of particular  
note is this exhibition’s exceptional ability to  
present numerous series in their entirety, 
demonstrating how Daumier pursued a subject over 
several sheets.

NEW YORK, NY 
Ann Hamilton at Gemini G.E.L. 
14 December 2012 – 26 January 2012 
Gemini G.E.L. at Joni Moisant Weyl 
www.joniweyl.com 
A survey of editions 2000-2012.

NEW YORK, NY
Hank Willis Thomas:  
What Goes Without Saying
Through 28 February 2013
Jack Shainman Gallery
www.jackshainman.com
Included in this exhibition is Hank Willis Thomas’ 
latest screenprint series Fair Warning, which analyses 
cigarette advertising of the 1960s, 70s and 80s.

PROVIDENCE, RI
The Festive City
Through 14 July 2013
Rhode Island School of Design, Museum of Art
www.risdmuseum.org
Elaborate festivals transformed European cities 
from the 16th to 18th centuries. Occasions such 
as coronations, royal visits, civic and religious 
processions used public spaces as an interactive 
backdrop on a scale rarely seen today—replete 
with dazzling ephemeral architecture and 
decorations (giving artists and artisans a 
steady supply of work), impressive firework  
displays, musical and theatrical interludes, and free 
food and drink. “The Festive City” brings together 
rarely seen festival prints and books, among our 
only traces of these staggeringly expensive but 
fleeting events.

In New York: “Hank Willis Thomas: What Goes 
Without Saying,” through 28 February 2013. Hank 
Willis Thomas, Fair Warning, Cigarette Texts 
(2012), screenprint and carborundum flocking.

In Madison: “Tandem Press: Twenty-five Years,” through 3 February 2013. Judy Pfaff, Year of the  
Dog #10 (2008), woodblock with hand painting, 38 1/2 x 86 1/2 inches. Image courtesy Tandem Press.

http://artinprint.org
http://www.smartmuseum.uchicago.edu
http://hamburger-kunsthalle.de
http://www.jacobsongallery.com
www.paulstolper.com/
www.paulstolper.com/
http://www.cirrusgallery.com
http://www.chazen.wisc.edu
http://www.chazen.wisc.edu
http://www.highpointprintmaking.org
http://www.pinakothek.de
http://www.joniweyl.com
http://www.jackshainman.com
http://www.risdmuseum.org
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RICHMOND, VA
Centennial Celebration: Prints by John Cage
Through 28 June 2013 
Harnett Museum of Art, University of Richmond
www.museums.richmond.edu
Part of the international celebration of composer 
John Cage’s centenary, this exhibition focuses 
on Cage’s influential career as a printmaker and 
includes such highlights as his “plexigrams,” Not 
Wanting to Say Anything About Marcel, as well as 
images driven by Cage’s use of the I-Ching.

SAN ANTONIO, TX
Estampas De La Raza: Contemporary Prints  
from the Romo Collection
Through 27 January 2013 
McNay Art Museum
www.mcnayart.org
Surveying over 60 prints by Mexican American and 
Latino printmakers who were practicing between the 
1960s to 2000s, “Estampas de la Raza” elucidates the 
Latino experience in the United States with subjects 
ranging from Frida Kahlo to lowriders, and from the 
Statue of Liberty to the Virgin of Guadalupe.

ST LOUIS, MO
Drawn in Copper, Italian Prints in  
the Age of Barocci
Through 13 January 2013 
St. Louis Art Museum
www.slam.org
“Drawn in Copper, Italian Prints in the Age of 
Barocci” presents etchings and engravings by a 
selection of prints made by artists such as Agostino 
Carracci, Antonio Fantuzzi, Camillo Procaccini, 
Giovanni Benedetto Castiglione and Pietro Testa 
who were active in the Italian cities of Bologna, 
Genoa, Rome, and at the court of Francis I at 
Fontainebleau from the late 16th century to the 
early 17th century. 

WASHINGTON, DC 
Citizens of the Republic: Portraits from  
the Dutch Golden Age
Through 3 February 2013 
National Gallery of Art
www.nga.gov
This exhibition features portrait prints rendered 
in the 17th and 18th centuries after artists such as 
Rembrandt van Rijn, Bartholomeus van der Helst, 
Michiel van Miereveld and Caspar Netscher. The 
Dutch republic prided itself on achievement rather 
than inheritance, and the fact that such portraits 
found a market as engravings is indicative of the 
esteem in which the Dutch held their fellow citizens 
such as the eminent scholar Anna Maria van 
Schurman, whose painted portrait is hung alongside 
the engraving.

Art Fairs

SAN FRANCISCO FINE PRINT FAIR
18 – 20 January 2013
Fort Mason Conference Center, San Francisco, CA
Exhibitors:
The Annex Galleries, Santa Rosa, CA
Joel R. Bergquist Fine Arts, Stanford, CA
Catherine E. Burns Fine Prints, Oakland, CA
William P. Carl Fine Prints, Northampton, MA
Davidson Galleries, Seattle, WA
Egenolf Gallery, Japanese Prints and Drawings, 
Burbank, CA
Pia Gallo, New York, NY
Roger Genser, Santa Monica, CA
Conrad R. Graeber Fine Art, Riderwood, MD
Kleinprint, Van Nuys, CA 
R. E. Lewis & Daughter, San Rafael, CA
M Lee Stone Fine Prints, San Jose, CA 
Allison Tolman/The Tolman Collection, New York, NY
Warnock Fine Arts, Palm Springs, CA
Verne Collection, Cleveland, OH

E|AB FAIR RESCHEDULED
23 – 27 January 2013
135 West 18th Street, New York
The 15th Anniversary E|AB Fair, which had to be 
cancelled in November due to Superstorm Sandy,  
has been rescheduled, with most of the original 
exhibitors able to attend. The opening night preview 
will take place Wednesday, 23 January. Tickets are 
$75 for the preview, $30 run of fair and $15 general 
admission.Please see pages 62-65 for some featured 
participants.

Upcoming Auctions

Phillips de Pury Adds February Editions  
Auction in London
Phillips de Pury is breaking new territory, holding 
an evening auction of prints and editions in the 
month of February, midway between the familiar 
fall and spring print sale seasons. The sale will take 
place in London on 27 February 2013.

New Books

Engraving and Etching 1400–2000: A History of 
the Development of Manual Intaglio Printmaking 
Processes
By Ad Stijnman
672 pages, 305 illustrations
Published by Archetype Publications, London and
Hes & de Graaf, Houten, 2012.
£120 / $250 / €150
Ad Stijnman’s exhaustive study of 600 years of 
intaglio print processes connects art history, social 
and economic history through the development 
of print technologies. Includes a 250-page-long 
Bibliography of Printmaking Manuals. 

From Aristotle to Albers: Colour in Theory  
and Practice
Ursus Rare Books
54 pages, 69 illustrations
Published by Ursus Rare Books, New York, 2012.
Contact the gallery: (212) 772-8787 or 
email ssimms@ursusbooks.com
The catalogue includes 190 entries, from a 1548 
edition of the Aristotelian De Coloribus to a 1977 
first edition of Wittgenstein’s Remarks on Colour, 
with stops along the way for Kandinsky, Albers and 
Sherwin-Williams. Fascinating to read.

Gods in Print: Masterpieces of India’s Mythologi-
cal Art, a Century of Sacred Art (1870-1970)
By Richard H. Davis, with texts by Vasudha 
Narayanan and Mark Baron
256 pages, fully illustrated
Published by Mandala Publishing, San Rafael, CA, 2012.
$65
Gods in Print is the first comprehensive survey of 
the popular hand-colored lithographs, multiple-
block chromolithographs and offset lithographs of 
gods and goddesses produced in India beginning in 
the late 19th century.  Drawn from the collection of 
contemporary print publishers Mark Baron and Elise 
Boisanté, the book studies prints made between 
1870 and 1970. Read an interview with the collectors.  
http://yogacitynyc.com/yoga_week.php#618

In Providence: “The Festive City,” through  
14 July 2013. Unknown artist, Fireworks around 
the Antwerp Cathedral (1642), engraving, in 
the book Pompa Introitus Honori Serenissimi 
Ferdinandi. Helen M. Danforth Acquisition Fund. 
Museum of Art Rhode Island School of Design, 
Providence.
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Ursus Rare Books, From Aristotle to Albers: 
Colour in Theory and Practice (2012).

Richard H. Davis, Gods in Print: Masterpieces of 
India’s Mythological Art, a Century of Sacred Art 
(1870–1970) (2012).

Ad Stijnman, Engraving and Etching: 1400–2000: 
A History of the Development of Manual Intaglio 
Printmaking Processes (2012).

http://www.museums.richmond.edu
http://www.mcnayart.org
http://www.slam.org
http://www.nga.gov
http://yogacitynyc.com/yoga_week.php#618
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Graphic Design Before Graphic Designers
David Jury
312 pages, 779 illustrations
Published by Thames & Hudson, London, 2012.
£36
“Graphic design” as a term arose in the 1920s, but its 
elements – typography, layout, composition – were 
obviously subjects of study, invention and ingenuity 
for centuries before. David Jury focuses on the 
previously overlooked visual contributions of the 
commercial “jobbing” printers who made handbills, 
posters, catalogues, advertisements, and labels in 
the 18th - 20th centuries.

Know That You Are Lucky: A Memoir
Kathan Brown
376 pages, with black and white illustrations 
and 48 color reproductions
Published by Crown Point Press, 
San Francisco, CA, 2012.
$28 
Kathan Brown, the founder and guiding spirit of 
Crown Point Press, has written frequently about the 
artists with whom she has worked, and how their 
interactions with the discipline of printmaking has 
been inspirational, not in terms of technique, but in 
the sense of how one lives one’s life. In this highly read-
able volume, she meditates on art, ethics, memory and 
loss, and tells a lot of great stories into the bargain. 

Letters to Ellsworth
Edited by Richard Axsom, with essays by Stephanie 
Barron and Britt Salvesen, Roberta Bernstein, 
Siri Engberg, Sidney B. Felsen, Ruth Fine, Judith 
Goldman, Bruce Guenther, Agnes Gund, Dave 
Hickey, Sharon Coplan Hurowitz, David W. Kiehl, 
Jo Carole Lauder, Dorothy Lichtenstein, Matthew 
Marks, Bruce Porter, James Reid, Susan Sheehan, 
Jordan D. Schnitzer, Kenneth E. Tyler and Joni 
Moisant Weyl.
154 pages, 151 illustrations
Published by Jordan Schnitzer Family Foundation, 
Portland, 2012.
$45 
For this anthology, Kelly expert Richard Axsom 
invited curators, art historians, publishers, printers, 
dealers, and collectors to write about Kelly’s 
work and about working with Kelly. An essential 
companion volume to the new catalogue raisonné.

Printmaking in Paris
By Fleur Roos Rosa de Carvalho  
and Marije Vellekoop
184 pages, 164 illustrations
In Dutch and English
Published by the Van Gogh Museum,  
Amsterdam, 2012.
€24.95 
www.vangoghmuseum.nl
The first overview of the Van Gogh Museum’s 
print collection, this book focuses on fin de siècle 

Paris, and the burgeoning notion of the “artist’s 
print.”  The movements represented range from 
Impressionism to the Nabis to Symbolism.

The Prints of Ellsworth Kelly:  
A Catalogue Raisonné
Richard Axsom
866 pages, 330 color illustrations, in two volumes, 
boxed set
Published by Jordan Schnitzer Family Foundation, 
Portland, OR, 2012.
$165 
Richard Axsom’s original catalogue raisonné of 
Ellsworth Kelly prints was published 25 years ago 
and weighed in at less than a pound. His new one 
is a heroic endeavor: the careful documentation and 
immaculate reproduction of 330 editions produced 
over 63 years (between 1945 and 2008) broken into 
two massive linen-bound volumes. 21 bookshelf-
bowing pounds of essential reference material.

Paul Coldwell: A Layered Practice,  
Graphic Works 1993-2012
Ben Thomas and Christian Rümelin
96 pages, fully illustrated in color
Published by University of Kent, Canterbury, 2012.
£10
http://paulcoldwell.bigcartel.com
A survey of the past two decades of work by this 
important British artist and print theorist, with 
essays by Ben Thomas and Christian Rümelin.

Post-Digital Printmaking: CNC, Traditional  
and Hybrid Techniques
Paul Catanese & Angela Geary
160 pages, 200 color illustrations
Published by A&C Black, London, 2012.
$44.95 
This book is not about inkjet printing or “giclée” 
or the various other methods by which digital 
technologies allow us to print without physical 
templates—it is instead a technical introduction 
to how digital technologies like CNC laser cutters 

and routers can be used to manufacture physical 
templates the likes of which have never been seen 
before.

Raritäten / Rare Prints
C.G. Boerner
76 pages, 33 illustrations
Published by C.G. Boerner, New York and 
Düsseldorf, 2012
Download www.cgboerner.com/images/catalogues/
c_2012Rare_Prints.pdf or contact the gallery.
C.G. Boerner gallery’s annual catalogue is filled with 
erudition and delights: 33 rare prints dating from 
the 15th century to the present, each elucidated by 
a brief essay placing the work in the context of its 
time, and the impression in the context of the work.

New Online

Printeresting Debuts New Site
Printeresting, the popular American site for 
printmaking miscellany, has undertaken a major 
redesign and is debuting its new look this month. 
Switching from a linear, blog design to a grid 
structure, its organizers say, should make it easier to 
find information and follow threads of interest. Visit 
www.printeresting.org.

Conferences and Symposia

MADISON, WI
31 January – 1 February 2013
Printmaking: Steeped in the Past,  
Shaping the Future
Speakers include: Faye Hirsch (Senior Editor, 
Art In America), Joann Moser (Senior Curator, 
Smithsonian American Art Museum, Washington, 
D.C.), Gretchen Wagner (Curator, The Pulitzer 
Foundation for the Arts, St. Louis), Xiaowen Chen 
(Professor of Art, Alfred University, New York, 
and Professor of Art, Central Academy of Fine Art, 
Beijing), Paul Klein (Founder of Klein Artist Works, 
Chicago), Michele Senecal (Director, International 
Fine Print Dealers Association, New York), Richard 
Solomon (President, Pace Prints, New York), Jacob 
Lewis (Director, Pace Prints, New York), Bill Weege 
(founder of Tandem Press), Jack Damer (Professor of 
Art, UW–Madison) and John Hitchcock (Professor 
of Art, UW–Madison.) For more information please 
call Tandem Press, 608-263-3437. 

ATHENS, GREECE
PLAN B: The Second Athens PrintFest
October 2012
The Second Athens PrintFest was created as “an 
artistic gathering, during which ...new and innova-
tive art” was presented at venues throughout the 
city of Athens in October 2012. Over 200 artists par-

Ben Thomas and Christian Rümelin,  
Paul Coldwell: A Layered Practice (2012).

C.G. Boerner, Raritäten / Rare Prints (2012).

Mary Schina, Aegaeis-Plan B (2012), woodcut with 
origami, as seen at “Plan B: the Second Athens 
PrintFest”

C R O W N  P O I N T  P R E S S

a memoir by KATHAN  BROWN

Know That You Are Lucky

Kathan Brown, Know That You Are Lucky: A 
Memoir (2012).

http://www.vangoghmuseum.nl
http://paulcoldwell.bigcartel.com
http://www.cgboerner.com/images/catalogues/c_2012Rare_Prints.pdf
http://www.cgboerner.com/images/catalogues/c_2012Rare_Prints.pdf
www.printeresting.org
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Please submit announcements of  
exhibitions, publications and  

other events to 
info@artinprint.org.

tipated, from Romania, the Czech Republic, Israel, 
Spain, Cyprus and the US as well as Greece. Funded 
by municipal agencies and local businesses, the 
PrintFest took place under the auspices of the Hel-
lenic National Commission for UNESCO.
 Co-organizers, Nikos Stavrakantonakis (Presi-
dent of the Greek Printmakers Association) and 
Florence Christakis, deserve high praise for their 
efforts in making this all come together considering 
the current economic situation in Greece. 

The works displayed included historical and 
contemporary, traditional and digital, artists’ books 
and installations, and even a show of student and 
children’s prints. The title “PLAN B” suggests the 
other result, the back up plan, the alternative 
solution. In place of a stringent curatorial focus, one 
found an abundance of enthusiasm drawing record 
audiences to the art of the print. 
 There were artists working digitally (presented 
by Alpha Bank at the Hellenic-American Union), 
with image and word (Melina Cultural Center), 
with ontologies (Eleftherias Park Art Center), 
within literature (the students of the Athens 
School of Fine Art, Stoa Tou Vivliou). There were 
Russian folk woodcuts from the Costakis Collection 
(Athens Municipal Gallery), a group show of 
Israeli artists from the Zaritsky Artists’ House in 
Tel Aviv (presented by the Israeli Embassy at the 
Hellenic–American Union) and work by members 
of three Greek printmaking associations (Cypriot, 
Thessaloniki and Athens.)
 Many were responding to the current Greek 
economic situation, which has created hardships for 
so many. Works such as Aegaeis-Plan B (2012) by Mary 
Schina, which incorporates small boats made from 
color copies of the Euro attached to her magnificent 
woodcut of the Aegean Sea, clearly show the Euro 
adrift and “out to sea,” and the dramatic yet intimate 
etchings by Florence Christakis, all titled crisis 
(2011,) reveal the vulnerability and social instability 
of the recent political crisis in Greece.
 The festival also included several panel 
discussions on printmaking in relation to 
the market, social implications and inherent 
technical characteristics, as well as workshops and 
demonstrations held throughout the month. An 
up-to-date website, fully illustrated catalog, and a 
walking tour brochure accompanied the festival. 
 It promises to become a well-received tradition 
in the years to come. As Stavrakantonakis remarks: 
“With “Plan B” as its inspiration, the festival will try 
to capture not only the procedure one must follow to 
achieve a specific goal, but also all those unexpected, 
unforeseeable, and problematic factors that might 
force us to accept an alternative solution.” “PLAN B” 
might also foretell the future of the Greek economy 
as well. —Nancy Macko

BENTLAGE, GERMANY
Report from SNAP, the Second International 
Printmaking Symposium
September 2012
For three days in late September, as the sun shone 
(intermittently) and the cattle lowed in the pasture, 
the 15th-century Bentlage monastery north of 
Münster, Germany became a global center for 
studying, discussing and thinking about prints. 
“SNAP 2012,” the second International Printmaking 
Symposium Bentlage, took place 27–30 September 
with attendees from Eastern and Western Europe, 
North America and Japan. Organized by Knut 
Willich, director of the Bentlage print workshop 
housed in the monastery’s outbuildings, the 
symposium was at the center of a constellation 
of coordinated print exhibitions throughout the 
Münsterland area: there was a historical survey 
of prints from Dürer to Kirkeby, at the Falkenhof 
Museum and exhibition of recent editions published 
by Sabine Knust in Billerbeck; prints from Poland 
were on view in Bocholt, Borken, Ibbenbüren, and 
Bentlage, where there was also an exhibition of 
artists’ books from the International Triennale of 
Book Arts in Vilnius.
 The goal of the event was to pose questions that 
were, in the words of the organizers, “aesthetic, 
philosophical and cultural” as well as practical. 
Thus, in addition to demonstrations of printing 
on ceramics (Rudi Bastiaans and Erick Kok) 
Japanese woodblock printing (Yasu Shibata) and 
other techniques, there were lectures and panel 
discussions about how prints operate within the 
larger art world, featuring curators, publishers 
and historians from Germany, the UK and the 
US. Delegations from several Polish art schools, 
the University of Alberta, and Bristol’s Centre for 
Fine Print Research presented work and compared 
models of print productions and print support.
 Participants “talked shop,” as is to be expected at 
any specialist conference, but this was “shop” in the 
wider sense: not simply how things are made, but 
how they travel, reach their audience, engage in the 
world. With and without cows. 

Wildwood Press

Valerie Hammond
Blue Anemone

artnet.com

Kloster Bentlage, site of the SNAP 2012 International Printmaking Symposium.
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Oehme Graphics

Richard Bosman, Shout, 2012, etching, ed. of 15

Visit our website to view  
our new publications!

www.oehmegraphics.com

NEW WORKS
Ann Aspinwall, Victoria Burge  

and Yasu Shibata

Aspinwall Editions
315 W. 39 St., #600
New York, NY 10018

www.aspinwalleditions.com
info@aspinwalleditions.com

917-599-6275

Exhibitors from the E|AB Fair

The Superstorm...  On the evening of 29 October—the scheduled start of New York’s 
annual “Print Week”—Superstorm Sandy made landfall, destroying buildings, flooding cit-
ies, and wiping out power grids over several states. In New York, water poured into parts of 
Brooklyn, Staten Island and Lower Manhattan, where an explosion knocked out power to 
the southern third of the island for four days. Chelsea, New York’s gallery district, suffered 
serious flooding that destroyed artworks and caused significant infrastructure damage to 
buildings. 131 people died and the storm caused an estimated $50 billion in damage. The 
organizers and participants of Print Week improvised, adapted and coped. Auctions were 
rescheduled as were downtown exhibitions. The IFPDA Print Fair, which takes place in the 
Armory on the Upper East Side, opened one day late (despite the fact that the IFPDA offices 
were inaccessible and their email server was down), and by the weekend all the exhibitors 
had art in their booths, and attendance was booming. 
 The E|AB Fair, located in water-logged blacked-out Chelsea, however, had to be canceled 
outright, depriving many exhibitors of their chance to reach the international audience that 
assembles for Print Week and depriving visitors of the opportunity to see a wide variety of 
exciting new editions. At Art in Print we count on these fairs as an opportunity to catch up 
on publications from the past year. Happily, E|AB has now been rescheduled to take place 
23–27 January 2013. Sadly, it will happen too late for this year’s New Editions issue of Art in 
Print. 
 While we cannot do anything about the weather, the one thing we felt we could contribute 
was free space in the journal. The ads on the next few pages are all from E|AB exhibitors.

Robyn O’Neil, detail of Mother (2009), stone lithography with hand coloring and collage,  
15.375 x 22.5 inches. Unique image. Courtesy I.C. Editions / Susan Inglett Gallery. 
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Jasper Johns
Untitled, 2012

Intaglio, 21 x 16 inches, edition of 30

New editions by Jasper Johns, Leigh Ledare, 
Sarah Sze, Mark Dion and LeRoy Neiman 

Leroy neiman Center for print studies 
at Columbia University

arts.columbia.edu/neiman
212-854-7641

BRODSKY CENTER 
FOR INNOVATIVE EDITIONS

Gala 
2013 
01.31.13

Honoring El anatsui  
& alexandre arrechea  

Cedar Lake Theater, NYC 

www.brodskycenter.org

RAchel PeRRy Welty
‘None of these things is quite like the other’

center Street Studio
PO Box 870171

Milton Village, MA 02187
www.centerstreetstudio.com
jstroud@centerstreetstudio.com

617-821-5458 studio339.com

Jeremiah Dine
Austin Kennedy
Anne-Marie McIntyre
Kyle Simon

WILLIE COLE
Complementary Soles

Suite of nine prints

Highpoint Center for Printmaking
912 West Lake Street

Minneapolis, MN 55408

http://www.highpointprintmaking.org
info@highpointprintmaking.org

612-871-1326

WILLIAM KENTRIDGE / 
10.30.2012 – 01.17.2013

CHRISTOPHER COZIER / 
01.25.2013 – 03.16.2013

KATE McCRICKARD / 
03.28.2013 – 05.18.2013

526 West 26th Street, #816 , New York, NY 10001   
e : info@davidkrut.com / t : +1 (212) 255-3094 / www.davidkrut.com

D A V I D  K R U T
P R O J E C T S

NEW EDITIONS AVAILABLE BY
Stephen Hobbs, Faith47, Diane Victor, Jürgen 
Partenheimer, Senzo Shabangu, Sam Nhlengethwa, 
Sean Slemon, Alain Clement, Locust Jones, Maja 
Maljević, Deborah Bell and Kristin Yang.

ESCULMANO
PELLO IRAZU

SPAIN

www.galeriampa.com
info@galeriampa.com

+34 948 29 16 86
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20th Century Art ArChives
specialist dealers in archives, rare and elusive artist books, 

documents and reference works

Flendyshe House
High Street, Fen Ditton

Cambridge, CB5 8ST UK
www.20th-century-art-archives.com 

info@20th-century-art-archives.com
Telephone: +44 1223 294096

Liquid Assets
by General Idea

Available from...

Bywater 
Bros. 
Editions 
www.bywaterbros.com

GI ad.indd   1 11/14/2012   1:06:28 PM

audrey niffenegger
The Changeling

White Wings Press
3004 W. Logan Blvd.
Chicago, IL 60647

www.whitewingspress.com
whitewingspress@gmail.com

773.220.9651

White Wings Press specializes in multi-plate  
intaglio and photogravure processes.

TONY FITZPATRICK
American Etchings

Black Shamrock Press
1513 N. Western Ave.

Chicago, IL 60622
http://tonyfitzpatrick.wordpress.com/

tonyfitzpatrickno.9@gmail.com
(773) 850-9702

william kentridge
The Nose, 2012

lincoln Center Vera list art Project
70 Lincoln Center Plaza

New York, NY 10023
art.lincolnCenter.org
art@LincolnCenter.org

212.875.5061

Photogravure, sugarlift and drypoint
16 1/2 x 23 inches, edition of 70 

Your purchase supports Lincoln Center’s  
performance and education programs.

Cirrus Gallery and Cirrus Editions Ltd. 
began publishing in 1970 with two overriding 

concerns. The first was to increase the visibility 
of LA artists through publishing and gallery 
exhibitions, and the second was to present 

LA artists on the international stage.

Cirrus Gallery and Cirrus Editions Ltd.
www.cirrusgallery.com
cirrus@cirrusgallery.com

213 680 3473

JOHN BALDESSARI
THE FIRST $100,000 I EVER MADE

Edition of 100

CADE TOMPKINS PROJECTS

www.cadetompkins.com

YOSHITOMO NARA
Doggy Radio, 2011

Kornelia Tamm / Tammfinearts
New York, NY

www.tammfinearts.com 
Kornelia513@valstar.net

Tel: 845 489 2000 / Tel: 845 773 9289

Edition of 3000.
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 Ester  Partegàs

Marginal Editions
www.marginaleditions.com

ROBYN O’NEIL 
a new series of monoprints

handcoloring and collage on stone lithograph 
15 3/8 x 22 1/2 inches, $850 each

I.C. EdItIONs | susan Inglett Gallery
522 West 24 Street New York NY 10011

www.iceditions.com / info@iceditions.com
T 212 647 9111 

artKitchen gallery
is an Amsterdam-based gallery 

specialized in (inter) national contemporary art 
and host of The Cult Club art events.

artKitchen gallery
Joris van den Berghweg 101

1067 HP Amsterdam
www.artkitchen.nl / www.decultclub.nl 

info@artkitchen.nl / info@decultclub.nl
Tel: +31 (0)20-6223422

Mobile: +31 (0)6-22803829

Karin davie
Liquid Life Mono No. 8, 2012

Watercolor monotype, 30 x 28 inches

Max Portnoy / new West editions
2633 Eastlake Avenue E. #W11

Seattle, WA 98102
www.newwesteditions.com 
prints@newwesteditions.com

206.235.4621

New West Editions is a printer and  
publisher of fine limited edition prints. 

Contract printing available.

Ahmed AlsoudAni
Untitled, 2012

Wingate studio
941 Northfield Road
Hinsdale, NH 03451

www.wingatestudio.com
wingates@worldpath.net

603. 239. 8223

Hardground etching, aquatint, spit bite aquatint
and drypoint with hand coloring by the artist, 

35 1/2 x 40 1/2 inches, edition of 25

ALEX DODGE
Eternity is without limits, and so it has no laws,

2012

six-color UV screenprint with braille texture 
on two-ply museum board, 
20 x 32 inches, edition of 30

Forth Estate
19 Thames St., #101
Brooklyn, NY 11206

www.forthestate.com
info@forthestate.com

CAMERON PLATTER
Lost Lover, 2012

from the series Empty Promises

portfolio of 12 digital pigment prints on paper,
60 x 45 cm, edition of 15

 
 Hilger modern/contemporary

Dorotheergasse 5 
1010 Vienna/Austria

www.hilger.at
press@hilger.at

T +43-1-512 53 15

Beryl Korot 
Weaver’s Notation – Variation 2 (detail)

SOLO Impression
One Riverdale Avenue 

North Store # 9 
Bronx, New York 10463

www.soloimpression.com 
prints@soloimpression.com 

212 229 9292
New Editions by Graupe-Pillard, Henricksen, Korot, Swanson
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The Internat ional  F ine Pr int  Dealers  Associat ion congratulates

susan Dackerman
winner  of  the 

2 0 1 2 
i f p d a  B o o k  A w a r d 

 
Editor  of

Prints and the Pursuit of Knowledge  
in Early Modern Europe

Published by the Harvard Art Museums  

With essays by Susan Dackerman, Lorraine Daston
Katharine Park, Suzanne Karr Schmidt, Claudia Swan

Honorable Mention

 Windows on the War: Soviet Tass Posters 
at Home and Abroad 1941-1945 

edited by Peter Kort Zegers and Douglas Druick

Altered and Adorned: 
Using Renaissance Prints in Daily Life 

by Suzanne Karr Schmidt with Kimberly nichols 

Jack Tworkov
P R I N T S  F R O M  T H E  A RT I S T ÕS  E S TAT E

ÒTamarind Lithograph #8Ó 1978, edition of 20. Image 7 x 21 inches 

francis frost    www.francisfrost.com  401 846 9476  fwfrost@hotmail.com
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Institutions who wish to be considered for the 2013 prize 
may make their request in writing to the IFPDA Foundation

250 West 26th Street, New York, NY 10001-6737 
212.674.6095   info@ifpda.org   www.ifpda.org.

The IFPDA Foundation 
is pleased to congratulate the
 
PhIlADelPhIA MuseuM oF ArT 

FIrsT recIPIenT

         chAMPIon & PArTners 
 AcquIsITIon PrIze 
 In honour oF  
 rIchArD hAMIlTon
 

Funded through the generous sponsorship of champion & Partners,  
the 2012 prize is the first of three to be awarded annually through 
2014 and provides up to $10,000 to one museum for the acquisition 
of one or more prints from any period at the Fair.
 
In naming the prize, champion & Partners has chosen to honor  
the late artist, richard hamilton, as a tribute to his profound influence  
on their own appreciation of prints and to acknowledge his impact  
on generations of printmakers. By supporting museum acquisitions 
of affordable works at the Fair, they hope to inspire individual   
collectors as well.

courtesy Alan cristea Gallery  
and the estate of richard hamilton

HARLAN & WEAVER
www.harlanandweaver.com

Untitled, 2012, soft ground and line etching, paper size: 11”  x 7 ½”   

JOSÉ ANTONIO SUÁREZ LONDOÑO

etchings available at
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Contributors to this Issue

Sarah Andress is the former Managing Editor of Art on Paper magazine. Before that, she was in the exhi-
bitions department of Independent Curators International. She earned an MA in Art History from the  
Courtauld Institute in London and has contributed articles to FlashArt, TimeOut London and artlog.

Catherine Bindman is an art critic and editor specializing in museum catalogues. She was Deputy Editor at 
Art on Paper magazine and lives in New York. 

Jenny Gifford was educated at Pratt Institute of Art and Design and The College of William and Mary.  
She is currently the Dean of Visual Arts at the Dreyfoos School of the Arts in West Palm Beach, FL.  
A printmaker, painter and sculptor, she recently has shown work at the Dairy Center for the Arts in Boulder, 
CO and the Elliot Museum in Stuart, FL.

Sarah Grant is Curator of Engraved Ornament in the Prints Section at the Victoria & Albert Museum,  
London, where she organized “Modern Masters: Matisse, Picasso, Dali & Warhol” and “Body and Soul: Prints 
by Women Artists.” Her publications include Toiles de Jouy: French Printed Cottons (V&A, 2010). Grant writes a 
blog about ornament prints for the V&A’s website.

Julia V. Hendrickson is an art critic, historian, and a visual artist. She recently received her MA the  
Courtauld Institute of Art in London. She is currently the registrar and publications manager for the Chicago 
gallery Corbett vs. Dempsey.

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

Amelia Ishmael is the Associate Editor of Art in Print. She also writes “Transitions” for Art21.com, co-edits 
the Black Metal theory journal Helvete, and recently curated the traveling exhibition “Black Thorns in the 
White Cube.” She received a BFA in Photography and New Media from the Kansas City Art Institute and an 
MA in Modern Art History, Theory and Criticism from the School of the Art Institute of Chicago.

Theresa Marie Ketterer is an art historian specializing in 17th-century Italian and Northern European 
works on paper. Ketterer has worked at the Illinois State Museum Chicago Gallery, the Gilcrease Museum and 
the Art Institute of Chicago Prints and Drawings Department. Ketterer is currently pursuing graduate studies 
at New York University’s Institute of Fine Arts.

Britany Salsbury is a Ph.D. candidate in Art History at the Graduate Center, City University of New York, 
where she focuses on print culture in late 19th-century France and Germany. She is an Andrew W. Mellon 
Curatorial Fellow in the Department of Drawings and Prints at the Metropolitan Museum of Art.

Gill Saunders is Senior Curator, Word & Image Department, Victoria & Albert Museum, London.  
Her publications include Apocalyptic Wallpaper (Wexner Center, Columbus, Ohio, 1997), Prints Now:  
Directions and Definitions (V&A, 2006; with Rosie Miles) and contributions to Impressions of the 20th  
Century, ed. Margaret Timmers (2002). Her recent exhibitions include “Surface Noise” (Jerwood Gallery,  
London, 2011), “Recording Britain” (V&A, 2012), and a V&A show of prints by Street Artists, which toured to 
Libya (2012).

Charles Schultz is a New York-based art critic. He has been writing about art since moving to New York in 
2007. Schultz currently contributes to the Brooklyn Rail, Modern Painters, Art in America and Artslant. 

Beatrice Schulz is a writer and performer based in London. Recent performances include: Harmonia, 
an Edible Opera at Matadero, Madrid; ABCABCDACBBDA for Tom Benson at Hidde Van Seggeln Gallery;  
The Short Straw, a Seminar Containing All Six Seminars, at the Whitechapel Gallery; Insert Your [Routine 5] 
Text Here, with Carly Bateup at Waterstones, Piccadilly Circus. 

Raun Thorp is a Los Angeles-based architect, designer and collector of works on paper. She is a partner in 
Tichenor & Thorp Architects, Inc., and holds degrees from Bryn Mawr College and UCLA School of Archi-
tecture and Urban Planning.  

M. Brian Tichenor is an artist and partner in Tichenor & Thorp Architects, Inc., a widely published firm 
in Los Angeles. He holds a M. Arch from UCLA, and BFA from UC Santa Barbara, with a concentration 
in Lithography. He currently teaches in the Graduate School of Architecture at the University of Southern 
California.

Zoe Whitley is a curator at the V&A in London. She is currently conducting doctoral research into curating 
across the black diaspora, having curated V&A exhibitions including “Africa: Exploring Hidden Histories” 
(2012) and “Uncomfortable Truths” (2007). She is the co-author (with Gill Saunders) of the forthcoming book 
In Black and White: Prints from Africa and the Diaspora (V&A Publications, 2013).

Susan Tallman is the Editor-in-Chief of Art in Print. She has written extensively about prints, issues of  
multiplicity and authenticity, and other aspects of contemporary art. 

Websites for the art world
exhibit-e.com

TM

D I A N E  V I L L A N I
e d i t i o n s

285 lAfAyette street  

new york new york 10012

by Appointment 

tel:     212.925.1075  

fAx:     212.966.8411

emAil:   staff@villanieditions.com

web:    www.villanieditions.com
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detail from: Anton Würth, eher früh ..., 2012, engraving on wove paper, edition of  12, 5 7/8  x 17 3/5 inches

for additional works by Anton Würth please visit our website

www.cgboerner.com
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Illegal Alien’s Meditations on el Ser y la Nada
2012                                             

eleven color lithograph with chine collé and  
gold metallic powder on handmade Amate paper, 
14 x 88 inches, edition of 30, plus proofs
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