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A% - FHRAE / BEET (EXHMN ) /1997 / E-MAR / 120.65 x 84.77 cm
Robert Rauschenberg. Storyline (Ground Rules). 1997. Intaglio in 5 colors on Arches En Tout Cas. 471/, x 33 3/ginches.
Courtesy Universal Limited Art Editions.
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Several decades ago the blossoming of printmaking in America coincided with
the increasing number of young artists whose subjects and styles were new and
exciting. Their paintings and drawings were quickly marketed for prices that re-
flected the insatiable competition of collectors of contemporary art. Many who
could not afford the price of a painting or sculpture by a rising star, could afford
a print by the same artist. Several print shops actively pursued those artists
who knew or quickly added printmaking to their repertoire. Even though prints
might be published in fairly large editions, the art collector discovered an image
of dimension and skill that was as satisfying as most unique works of art.

American Prints Now is centered upon two generations of artist/printmakers
of the last decades of the 20th Century and the first decade of the 21st. In
the early 1960s Pratt Graphics Workshop in New York City, a division of Pratt
Institute, was where many artists learned printmaking. At nearly the same time,
June Wayne, a mid-western painter and printmaker, founded Tamarind Work-
shop in Los Angeles, aiming to educate lithographic printers, a project funded
by the Ford Foundation. Artists who had not made prints were selected to work
in collaboration with the printers. The Technical Director was another Midwest-
erner, Kenneth Tyler; in 1965 he founded his own shop, Gemini, Ltd.

The relatively young artists who began to make prints at Pratt Graphics in 1960,
produced a large number of small etchings and drypoints for America Discovered,
one of the six-volume publication titled The International Avant Garde, edited
by Arturo Schwartz of Milan and issued in 1962-64. Jim Dine, Roy Lichtenstein,
Claes Oldenburg, James Rosenquist and Andy Warhol were in the American vol-
ume, Some of the artists continued to make etchings and lithographs at Pratt
until they were embraced by the newly established workshops that were eager
to publish their works.

One of the print workshops, Universal Limited Art Editions,(ULAE), founded in
1957, by Tatyana Grosman and her artist husband, Maurice, welcomed some
of the Pratt artists who they admired. Needing to find a way to add to their
income, they luckily discovered lithographic stones that had been discarded
in their front yard. A neighbor offered a small press that they could use and
Universal Limited Art Editions was launched in their small cottage in West Islip,
Long Island.

Tatyana had wanted to publish books created by artists and poets. In 1950,
aboard a student ship to Europe, they had met the painter Larry Rivers (who
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Tatyana thought was a poet). His collaboration with the poet Frank O’Hara on a
portfolio “book” titled Stones was ULAE’s first publication in 1958.

As an independent shop, the only artists who the Grosmans invited to make
prints at ULAE were their friends or friends of other artists. Two young artists
who had been ignored by Schwartz were Jasper Johns and Robert Rauschen-
berg. Significantly different in character than the current art movements of the
time, their prints were to lay the foundation of ULAE’s reputation.

In 1968 Bill Goldston succeeded Zigmund Priede, his teacher, as the master
printer of ULAE. When Tatyana Grosman died in 1982, Goldston became ULAE’s
President. He and several young printers continued to work with artists who
were already well established by 1970. Lee Bontecou, Jim Dine, Helen Franken-
thaler, Fritz Glarner, Robert Motherwell, and James Rosenquist created a wide
variety of images, from geometric abstractions to tools and airbrush mimics of
advertisements. The next two decades opened ULAE to other artists such as
Marisol, Kiki Smith, Jane Hammond, Carroll Dunham, Bill Jensen and Terry Win-
ters, whose lithographs as well as intaglio prints continued the contemporary
vision that Tatyana Grosman pursued.

Three printmaking workshops represented in this exhibition were, among many
others, founded in the 1960s: Gemini GEL, Los Angeles, California in 1966;
Graphicstudio, University of South Florida in 1968; and Pace Prints, New York,
in 1968. Their skillful and dedicated printers convinced artists that printmaking
was an art that had many stimulating facets. The artist would be introduced
into the workshop where the printers would share their know-how and, most
importantly, their creative gifts. Lithography was the primary medium of most
shops, so the artist was encouraged to draw or transfer compositions on to the
lithographic stone. For the neophyte printmaker it was necessary to learn the
complexities of the medium, developing techniques to best capture and enhance
their composition. The “Eureka!” moment eventually came, and thereafter the
artist understood the medium well enough to fulfill his or her vision.

Among artists of the sixties were several whose intentions were to create large,
mural sized paintings as well as mixed media combinations of printing tech-
niques. Visualizing their prints as larger than human size, Robert Rauschenberg
and Jim Rosenquist started to expand the dimensions of prints at ULAE, mixing
print mediums that could extend into very large compositions. The abilities of
many printers were stretched, but it did not take a long time for several print
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workshops to find materials, presses, and techniques to translate what the art-
ist imagined into reality. Later, the use of electronic and photomechanical tools
in the print-shops extended the possibilities of image making and fulfilled the
ambitions of artists who wanted to make gigantic prints.

Rosenquist, a Florida resident, took advantage of Graphicstudio’s facilities to
create two monoprint lithographs in 1986, Shriek and Sister Shriek, each 5’
wide. In 2001, Rosenquist created a 9’ wide lithograph at ULAE: The Stowaway
Peers out at the Speed of Light. What had been thought of as a hands-on pro-
cess inevitably led to other ways that prints could be enlarged: ie. transferring
photographs and objects to printable matrices. In 1989 Jasper Johns reorga-
nized the plates of his four Seasons intaglio prints into a single horizontal black
and white 5’ wide print, also titled Seasons.

Having successfully managed to create lithographs of large dimensions, both-
Rauschenberg and Rosenquist were asked by other print shops to continue to
work on large prints. Gemini was the first to ask Rauschenberg to create a se-
ries of lithographs called Stoned Moon (a title that combined the print medium,
stone lithography, with the flight of Apollo 11, shooting for the moon). Two of
the prints illustrating his experience of watching the launch of Apollo 11 at the
Kennedy Space Center in 1969 were 7 [I’ high.

In 1970 Tyler decided to expanded Gemini into Gemini GEL with two partners,
Sidney Felsen and Stanley Grinstein, who have continued to direct Gemini GEL
since 1974, when Tyler left Los Angeles to open Tyler Graphics in Bedford
Village, New York. A year earlier, at Gemini, he and Rauschenberg visited the
ancient paper mill, Richard de Bas, in Ambert, France. Rauschenberg made two
sets of handmade paper compositions, Pages and Fuses in 1973. In 1982, as
part of another Gemini project, Rauschenberg went to Jingxian, site of Yuan,
China’s oldest paper mill. Many sheets of diaphanous paper were made to his
order, pasted together into seven suites, with colorful torn posters collaged in
between. Each suite of 7 Characters contained over 100 collages and was em-
bossed with a Chinese character.

After the deaths of Andy Warhol in 1987 and Roy Lichtenstein in 1997, figu-
rative subjects were ready for a rebirth. Only a few painter-printmakers, such
as Andy’s schoolmate, Philip Pearlstein, continued to find inspiration in human
figuration. The Pop Art icons of Marilyn Monroe and other celebrities had lost
their impact. In 1964 Chuck Close had studied the works of Gustav Klimt and
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Egon Schiele in Vienna. He returned to America, inspired to paint huge portraits
based on his photographs of himself, family and friends. The prints he made
followed the old muralist method of putting a grid over the subject, and filling
its squares with scratches, lines, and groups of colored marks. The results were
portraits in which the observer’s eye melded together the mixed blacks, grays,
and colorful contents of the squares into human faces. Warhol had used the flat,
painted colors of the silkscreen to create his Pop Art generated portraits; on
woodblocks, linoleum, mezzotint, lithograph, Close used 19th century pointil-

lism to create a contemporary mode of making art.

Figurative composition began to have more importance towards the end of the
twentieth century: among the influences were the East German neo-expression-
ists who had identified a sector in figurative art that had a reality beyond the
social realism promulgated by the collapsing censorship to which they finally
turned their backs. The impact of artists such as Baselitz, Kiefer, Immendorf,
Reiner, and many others, provided the stimulus for younger American artists to
re-examine their own attitudes about figurative art. Even older artists, such as
the Abstract Expressionist, Philip Guston, returned to imagery. He had enjoyed
making cartoons early in his career, and that moment of reality set him on an-
other direction, to paint and make prints of his studio, his ragged clothing, and
the clown-like occupants of his new ideas. The paintings were welcomed for
their association with an amusing appraisal of reality, but the black and white
lithographs he made of his subjects at Gemini and proofed in 1979, were not
published until 1984, four years after his death.

Most of the longer established American presses, ULAE, Graphicstudio, Gemini
GEL Tandem Press, and Pace Editions, invented new methods and tools in order
to promote the expansion of the art of printmaking, and have invited younger
women artists to create their own vision of how prints should reflect the outlook
of their time and gender. At Gemini, Vija Celmins created some of her misty
prints of nearly invisible stars and a new subject, an equally mysterious spider
emerging from darkness. Amy Donovan, working at Pace Editions, has invented
print-making techniques that seem simple but are exceptionally complex. Un-
titled #2 of 2009 is printed from hundreds of pin shaped nails, hammered onto a
board by the artist and several printers. This unusual matrix, an inked sculptural
silver relief, prints a delicate lacy veil of dots. A variation consisting of many
rubber bands put on their edges and tightly fitted side-by-side was a printing
matrix in 2006. In 2005 Donovan mixed etching acid and soap which, after bit-
ing the plate, produced a printable image of pale bubbles.
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The earliest documented prints in China, during the Sung dynasty, were from
woodblocks into which the image was incised. At Pace the printer, Yasu Shibatu,
uses pieces of wood for printmaking called Ukiyo-e. By shaping and moving the
pieces and using watercolors for printing, he translated into print Francisco Cle-
mente’s watercolors of heads: Self Portrait with Lemon Heart, 2008, Air, 2007,
and Earth, 2006, perfectly capturing the fluidity of the artist’s maquettes. Both
Helen Frankenthaler and Close utilized the Ukiyo-e technique.

ULAE also encouraged figurative compositions such as Susan Rothenberg’s
Mezzo First #1 in 1990, depicting a contemplative couple; Jane Hammond'’s
Wonderfulness of Downtown of 1997, in which the artist proudly stands in her
role of the ancient map-maker; Kiki Smith’s multi-imaged intaglio, Las Animas of
1997 and lithograph, Born of 2006; and most recently, Lisa Yuskavage’s litho-
graph, Forces of 2007.

The LeRoy Neiman Center at Columbia University, New York, opened its facili-
ties in 1996. William Kentridge’s first project there evolved from an enormous
drawing. In his studio he painted on acetate over four layers of his drawing,
transforming it into photolithographic plates. His offset lithograph, completed
in 2003, Dancing Couple, Middle Age Love, is more than life-size. As it was with
the elongated “mural” prints made by Rosenquist, this large “self portrait” of
the South African artist had to be printed half of the sheet at a time, and to add
color, each layer had to be printed twice.

Other artists who have worked at The Neiman Center are Kara Walker, Harper’s
Pictorial History of the Civil War (Annotated), a series of four offset and silk-
screen prints, 2005; Sarah Sze, Night, 2003, an offset lithograph and silkscreen;
and Thomas Vu, the Neiman Professor of Visual Arts at Columbia, and printer
of his own project, a series of prints titled Flatland, a multi-layered composition
which changed with each printing and was completed in 2008-09.

In 1974, Harlan and Weaver opened an intaglio press in New York, and became
the preferred printer of the sculptor Louise Bourgeois. She began to work with
Harlan in 1988. The proofing press she had used for her earliest prints in the
1940s was installed in her basement along with all the items she needed for
printing. As Fritz Harlan noted, “she liked to work next to her kitchen, it was
there that she received visitors, conducted interviews, worked on drawings and
prints, and in short did almost everything she needed to do when not at her
large studio in Brooklyn.“ Her Spiral Woman, an intaglio mix of drypoint and
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engraving, based on her highly polished metal sculpture, was part of a series of
prints she titled “La Rlparation,” published by Harlan & Weaver in 2003. She
died seven years later, at age 98, having created hundreds of prints.

Tandem Press, affiliated since 1987 with the University of Wisconsin, makes
printmaking available to the University’s staff, art students, and invited artists,
such as Robert Cottingham, who had worked out his own methods of printmak-
ing. His Rolling Stone for Jim , a 7’high collagraph, etching, and monoprint, was
printed in 1991. Among the artists who worked at Tandem in the beginning of
the twenty-first century have been Squeak Carnwath, whose Perfect Studio of
2006 is an intaglio, lithograph, and woodcut rendition of one of her paintings,
with line drawings and scribbles adding to its graphic quality; Nicola Lopez’s
series, Urban Transformation, 2009, consists of images of buildings, girders,
danger fencing, pipes, etc., printed in a variety of colors on different papers and
mylar; the final vision arrives when she collaged everything together in a wild
looking bundle.

Judy Pfaff, whose earlier prints were, for the most part, collages of a variety of
abstract, colorful forms, worked at Tandem to make Year of the Dog, a series
of horizontal prints, 6’ in length, two of which were published in 2008. The long
prints were composed of collages in various shapes and mediums, and consisted
as well of transparent layers, folded paper, punches, painting, and digital ele-
ments. Altogether, the variety of textures, images, colors, and loosely attached
materials, join in extraordinary order, emulating in some ways a huge firecracker
about to celebrate the New Year.

The most recent press associated with a university in this group is the Institute
for Electronic Arts (IEA) at Alfred University, New York, founded in 1997. Many
techniques that depend upon digital, electronic, photographic, and other new
mediums and methods, have been coupled with some of the more traditional
ones. Joseph Scheer’s digital print, Moths (Hermileuca neumeogeni Pair), 2007,
followed his long-time dedication to making large-scale, 8 x 10’woodblock prints.
A high-resolution scanner, recently donated to the IEA, encouraged him to be-
gin to capture images with the scanner at different depths of focus...he wrote,
“quite different from photography. The moths were scanned approximately 30
times, and in-focus information from each scan was processed to create the

final image where every part of the moths are crisply detailed.”

At two print shops, Gemini GEL, in Los Angeles, and IEA (Institute for Elec-
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tronic Arts), in western New York State, the digital prints of Ann Hamilton have
emerged from quite untraditional circumstances. With a totally different point
of view, she starts with something less of our time: a pin-hole camera that she
shoots from within her mouth, producing a negative that is made into a pho-
togravure “framed in the vignette of her mouth,” according to Gemini’s chief
printer, James Reid. Her series of digital prints, face...bobby, face...inigo, and
face...emmett were printed at Gemini in 2003. Two of her IEA prints have a
more dramatic presence: Commute #2 of 2001, focuses on the artist’s mouth
which contains a dental mold to which she has tied horsehair, creating a beard
inside. The other print, Reflection, of the same year, is the artist’s self-portrait
captured by its reflection in layers of textured glass. The transparent color of
the print intensifies the mixed meaning of the title.

Guston’s transition to figurative subjects and Close’s portraiture that enclosed
facial details within geometric forms, directed younger artists of the twenty-first
century on their own odyssey. They were obliged to wake up and get going!

3. The artist planned an edition of 54 copies in 1947, but only 14 copies are known to exist from
that time. She revisited the project nearly 60 years later, using the remaining texts printed in
1947 to complete the planned edition as a benefit project for The Museum of Modern Art, New
York.
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B - f/RFFIE / PRIRMEE /2003 / k4, BEZ] /20 x 28 cm

Louise Bourgeois. The Happy House. 2003. Aquatint and engraving, Hahnemuihle warm white paper. 8 1/,x 11 inches.
Courtesy Harlan & Weaver, New York.
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BSHT - //RFE /58 LA /2003 / FZI. BEZ] /28 x 23 cm

Louise Bourgeois. Spiral Woman. 2003. Drypoint and engraving, Hahnemuhle warm white paper. 11 1/, x 9 inches.
Courtesy Harlan & Weaver, New York.

37



BEE - ®ARFIE / SEMBIL /2001 / FZ%I /30 x 25 cm
Louise Bourgeois. Hairy Spider. 2001. Drypoint, Hahnemuhle warm white paper. 12 x 10 inches. Courtesy Harlan & Weaver, New York.
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B T/RFIE / k% /2000 / F%l /20 x 13 cm
Louise Bourgeois. Hair. 2000. Drypoint, Yugen Japanese paper. 8 x 53/, inches. Courtesy Harlan & Weaver, New York.
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A - YIBHAR / EHIE /2004 / BiEMAR, KT, ZhiE / 67.08 x 79.21 x 7.62 cm
Jim Campbell. Library. 2004. L.E.D. continuous-motion image with attached plexiglas and photogravure. 26 1/4 x 31 1/, x 3 inches.
Courtesy Graphicstudio, University of South Florida, College of The Arts, Tampa, Florida, U.S.A.
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SBARERHRE - SEIITIK / i3k £ 2006 / 22 F T/KENAZ] / 60 x 45 cm
Francesco Clemente. Earth. 2006. Twenty-two color hand printed woodcut created in the Ukiyo-e tradition with 18 woodblocks.
24 x 18 inches. Published by Pace Editions Inc.
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BAZTHE . R/ FETENEER /2008 / 21BF TKEIAZ] /60 x 45 cm
Francesco Clemente. Self-Portrait with Lemon Heart. 2008. Twenty-one color hand printed woodcut created in the Ukiyo-e tradition with 15

woodblocks. 24 x 18 inches. Published by Pace Editions Inc.
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SBIREEHTE - BTk / =K /2007 / 278 F TKENAZ] /60 x 45 cm
Francesco Clemente. Air. 2007. Twenty-seven color hand printed woodcut created in the Ukiyo-e tradition with 21 woodblocks.
24 x 18 inches. Published by Pace Editions Inc.
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- REHT /KW, $5480, 4B /1986 / BRAEMAR / 115.3 x 93.4 cm
Chuck Close. Leslie/Fingerprint/Silk Collé. 1986. Direct gravure on silk collé. 45 3/5 x 36 3/4 inches. Courtesy Graphicstudio, University of
South Florida, College of The Arts, Tampa, Florida, U.S.A.
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&% - REH /AT /2004 / 178 22 MAR / 157.48 x 121.92 cm
Chuck Close. James. 2004. 178 color silkscreen. 62 1/4 x 41 inches. Published by Pace Editions Inc.
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=% . REH /A FHT /1988 / BRRERRESAR / 36.6 x 31.5 cm
Chuck Close. Lucas.1988. Reduction block linocut. 14 1/, x 12 14 inches. Published by Pace Editions Inc.
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&R REH /B, &K, HKE/2009-2010 / FITLKARE / 88.9 x 72.39 cm

Chuck Close. Roy Paper/Pulp. 2009-2010. Stenciled handmade paper print. 35 1/, x 28 1/, inches. Published by Pace Editions Inc.
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&x - el / AZIBE% /2009 /478AKZ] /71 x 58 cm
Chuck Close. Self-Portrait Woodcut. 2009. Woodcut in 47 colors. 35 1/, x 28 1/, inches. Published by Pace Editions Inc.

48



RIE - BLIHE / "= 372002 / S EEBHEMAR,. €L, FZ /50 x 60 cm
Vija Celmins. Night Sky 3. 2002. 1 color photogravure/aquatint/drypoint. 19 3/4 x 23 3/4inches. Courtesy Gemini G.E.L.
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BRI/ &= 2 (RE) 72002/ 3@BRAMR, k2. EMAR. Fz1/53x61cm
Vija Celmins. Night Sky 2 (Reversed). 2002. 3 color photogravure/aquatint/photo etching/drypoint. 20 3/4x 24 1/, inches.
Courtesy Gemini G.E.L.
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5= - U8/ £ (BmERM 3) /2002 / B4, F%l/ 50 x 62 cm
Vija Celmins. Untitled (Web 3). 2002. 1 color aquatint, drypoint. 20 x 24 1/, inches. Courtesy Gemini G.E.L.
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HER - FRXNT /X ITEE 2006/ MAR. AR, A%/ 88.9x88.9cm
Squeak Carnwath. Perfect Studio. 2006. Intaglio, lithography, woodcut. 35 1/, X 35 1/, inches. Courtesy Tandem Press.
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HrEs - FRKHET / F—&4% /2006 / MAR. AARR. A%l /228 x 90 cm
Squeak Carnwath. Same Boat. 2006. Intaglio, lithography, woodcut. 35 1/, X 35 1/, inches. Courtesy Tandem Press.
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FR% - F5B8/ AERAELS /1991 / EiHAR, HIEAR, HIEAR /210 x 93 cm
Robert Cottingham. Rolling Stock Series No.7, for Jim. 1991. Etching, collograph, monoprint. 83 x 37 3/, inches. Courtesy Tandem Press.
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H\E - i/ iR /1990 / MAR, FEiHhR / 125.1 x 174.63 cm

Carroll Dunham. Point of Origin. 1992. Intaglio in 2 colors with etching on handmade Echizen Shiro Torinoko. 49 1/, x 68 3/, inches.
Courtesy Universal Limited Art Editions.
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HB-XE /OBEMNYET2/1999/ FIHR, B, FI L& /139.7x88.26 cm
Jim Dine. Red Pants Il. 1999. Handmade paper, etching and handcoloring. 55 3/4 x 34 3/, inches. Published by Pace Editions Inc.
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T8 - X8/ BE® /1998 / EMAE / 121 x 136 cm
Jim Dine. Self Portrait Blue and Now. 1998. Etching copper plate with chine colle. 11 7/g x 8 3/4 inches. Published by Pace Editions Inc.
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HB kB / EEELARNPS /1978 / EMAR / 71 x 58 cm
Jim Dine. Nancy Outside in July State Ill. 1978. Etching. 41 x 30 inches. Published by Pace Editions Inc.

58



T xR/ BEMWBEC /1995 / &KhR. MAR / 134.62 x 99.06 cm
Jim Dine. Pale Self. 1995. Cardboard relief and intaglio. 53 1/4 x 39 inches. Published by Pace Editions Inc.

59



T8 X B bk /1985 / BHMREFI L /121 x 136 cm
Jim Dine. Rise Up Solitude!. 1985. Etching with hand coloring. 47 3/4 x 53 3/4 inches. Published by Pace Editions Inc.
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HiE kB AZEBRET /2004 / EHAL. AR/ 141 x 88 cm
Jim Dine. The Sky in Madison, WI. 2004. Etching and lithograph. 55 3/4 x 34 3/, inches. Published by Pace Editions Inc.
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8- AWML 7/ T/ /2005 / EHAE /73 x 73 cm
Tara Donovan. Untitled. 2005. Etching. 29 5/5 x 29 3/4 inches. Published by Pace Editions Inc.
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- AW / T #2 /2009 / AR, BUEHHIAR 2 75 x 74 cm
Tara Donovan. Untitled #2. 2009. Relief print from pin matrix. 28 3/4 x 29 1/, inches. Published by Pace Editions Inc.
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H=¥ - AWM / T/ /2006 / Ok, BEAHIAR /71 x 74 cm

Tara Donovan. Untitled. 2006. Relief print from rubber band matrix. 28 3/4 x 29 1/, inches. Published by Pace Editions Inc.
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RETF - HR/BEINFE /1994 / AR, &4 /121 x 101 x 25 cm
Lesley Dill. Poem Dress of Circulation. 1994. Multimedia assemblage lithographed. 48 x 40 x 10 inches. Courtesy Graphicstudio, University of
South Florida, College of The Arts, Tampa, Florida, U.S.A.
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G - B EEE S /2004 / 34fKENARZ], 165RAHE £ 93.98 x 66 cm
Helen Frankenthaler. Snow Pines. 2004. Thirty-four color Ukiyo-e style woodcut printed with sixteen woodblocks on Torinoko paper.
mounted onto Fabriano Classico paper. 37 1/, x 26 inches. Published by Pace Editions Inc.
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B - BEFEE /=8 /2007 / CLEHAR, Kzl FIEE/88x172cm
Helen Frankenthaler. Book of Clouds. 2007. Aquatint etching, woodcut & pochoir with hand coloring. 35 5/5 x 68 1/4 inches.
Published by Pace Editions Inc.
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EHE - FHHE / EZ2 /1983 / BERARK /51 x 76 cm
Philip Guston. Easel. 1983. 1 color lithograph Estate Stamped. 20 x 30 inches. Courtesy Gemini G.E.L.
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FEHE - FHTE / HEFR /1983 / BEAKR /51 x 76 cm
Philip Guston. Pile Up. 1983. 1 color lithograph Estate Stamped. 20 x 30 inches. Courtesy Gemini G.E.L.
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Bk - BBE / BENT L /1997 /39BEM. AR, £MhR. $f05/105.5 x 157.48 cm
Jane Hammond. The Wonderfulness of Downtown. 1997. Lithograph and silkscreen in 39 colors with collage on Kasuiri, Nepalese,
and Cortlea Text. 59 1/, x 62 inches. Courtesy Universal Limited Art Editions.
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B - BIBE /HE /1993 / 12BEMR. MR, £MR. AR, HE/ 199.39 x 129.54 cm
Jane Hammond. Full House. 1993. Intaglio, silkscreen and lithograph in 12 colors with collage on handmade Torinoko.
78 17, x 51 inches. Universal Limited Art Editions.
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R - KRR/ EI% /2001 / BAIENH). KFLHK /61 x 61 cm ( EiE )
Ann Hamilton. Reflection. 2001. Digital print on watercolor paper. 24 x 24 inches (each). Courtesy Institute For Electronic Arts, Alfred University.
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R - BRARE / R #2 /2001 / BABEDHI, AKFZLK /76 x 106 cm
Ann Hamilton. Commute # 2. 2001. Digital print on waterpaper. 30 x 42 inches. Courtesy Institute For Electronic Arts, Alfred University.
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ZBRRW / EFL. B4/ B, FRE/ T, Bk 2003/ 2EBHMAR /74 x 106 cm
Ann Hamilton. Face . . . emmett. 2003. 1 color photo-gravure. 29 1/, x 42 inches. Courtesy Gemini G.E.L
Face . . . inigo. 2003. 1 color photo-gravure. 29 1/, x 42 inches. Courtesy Gemini G.E.L.
Face . . . bobby. 2003. 1 color photo-gravure. 29 1/, x 42 inches. Courtesy Gemini G.E.L.
75



Le/R - RFF / XE3EmHr /1990 / 7€ MAR / 54.61 cm x 55.35 cm
Bill Jensen. For Alice Too. 1990. Intaglio in 7 colors on Arches En Tout Cas. 21 1/, x 21 3/4 inches. Courtesy Universal Limited Art Editions.
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Y - 3/ EiE12 / EHE13 /1972 / ARR /61 X 76 cm
Jasper Johns. Flags 12. 1972. Lithograph. 24 x 30 inches. Courtesy Universal Limited Art Editions.
Flags 13. 1972. Lithograph. 24 x 30 inches. Courtesy Universal Limited Art Editions.
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EIHTE - IWHET / M= /1987 / MhR4EE / 66.04 x 48.26 cm
Jasper Johns. The Seasons. 1987. Set of 4 intaglios on Somerset soft white. 26 x 19 inches. Courtesy Universal Limited Art Editions.
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TIHTE - TR/ M2 /1989 / MAR / 67.95 x 147.96 cm
Jasper Johns. The Seasons. 1989. Intaglio in 1 color on Arches En Tout Cas. 26 3/4 x 58 1/4 inches. Courtesy Universal Limited Art Editions.
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HHTE - IREF/ 224% /2004 / 10& Mk / 109.22 x 76.2 cm
Jasper Johns. Bushbaby. 2004. Intaglio in 10 colors on Hahnmuhle. 43 x 30 inches. Courtesy Universal Limited Art Editions.
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YBRHE. K%/ S /2009 / BRR. AAK/ 60 x 91 cm
Alex Katz. Sharon. 2009. Lithograph / woodcut. 23 3/, x 36 inches. Courtesy Graphicstudio, University of South Florida, College of The
Arts, Tampa, Florida, U.S.A.
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TR - BBRRX / BENKXE: hEANNEE /2003 / TR/ 185 x 129 cm
William Kentridge. Dancing Couple / Middle Age Love. 2003. Offset lithograph. 73 x 51 inches. Courtesy Columbia University School of the
Arts, The LeRoy Neiman Center for Print Studies.
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EHRE - BB/ T2ITFH /2002 / F%I /25 x 30 cm, FTFHL 1/ 2003 / MAR / 24 x 29 cm.
FTFHLV /2003 / MAR / 24 x 29 cm, FTFHLII /2003 / MkR / 24 x 29 cm.
William Kentridge. Drypoint Typewriter. 2002. Drypoint. 10.875 x 12.75 inches. Typewrite |. 2003. Intaglio / Sugar Lift. 9.625 x11.5 inches.
Typewrite V. 2003. Intaglio / Sugar Lift. 9.625 x11.5 inches. Typewrite Ill. 2003. Intaglio / Sugar Lift. 9.625 x11.5 inches.
85 Courtesy Columbia University School of the Arts,The LeRoy Neiman Center for Print Studies.
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% - BMET /A /2003 / BRHEMAR £ 132.08 x 105.41 cm
Vik Muniz. Jorge. 2003. Photogravure on silk collé. 42 1/, x 33 3/4 inches. Courtesy Graphicstudio, University of South Florida, College of The

Arts, Tampa, Florida, U.S.A.
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W BRE / AR R 1/2008 / M4FHERRIEA / 76 x 114 cm
Christian Marclay. Mashup |. 2008. Unique Cyanotype. 30 1/5 x 22 1/, inches. Courtesy Graphicstudio, University of South Florida, College of
The Arts, Tampa, Florida, U.S.A.
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RESL - AWk / #HER #4 /2009 / BiMAR. ARR. &%l /76 x 76 cm
Nicola Lépez. Urban Transformation # 4. 2009. Etching/lithography/woodcut. 30 x 30 inches. Courtesy Tandem Press.
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REHL - AWZE / #HEER #3 /2009 / EHAR. AR, K%/ 76 x 76 cm
Nicola Lépez. Urban Transformation # 3. 2009, Etching/lithography/woodcut. 30 x 30 inches. Courtesy Tandem Press.
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FWTA - BE /MBI /1993 / 158 AR / 149.23 x 73.66 cm
Elizabeth Murray. Wiggle Manhattan. 1992. Lithograph in 15 colors on handmade Torinoko. 58 3/4 x 29 inches.
Courtesy Universal Limited Art Editions.
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R a - BE /8% /1993 /218 =4HAhK / 103.51 x 85.73 x 12.7 cm
Elizabeth Murray. Shoes String. 1993. Three-dimensional lithograph in 21 colors on Arches Cover. 40 3/, x 33 3/4 x 5 inches.
Courtesy Universal Limited Art Editions.
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EMIFE - BH /LR - ERETHHFY - AIFEE (EE) /2008 / —H12%F X, BimAR. &4 /35 x 50 cm (E0F)
Santiago Moix. Santi Moix on Don Quixote (Portfolio). 2008. Suite of 12 drypoint, etching & aquatint prints. 14 7/g x 12 inches (each).
Published by Pace Editions Inc.
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B - %A Y / SE /1987 / BHEMAR / 121 x 103.5 cm
Robert Mapplethorpe. Irises. 1987. Photogravure with silk collé. 33 15/16 x 32 1/g inches. Courtesy of Graphicstudio,
University of South Florida College of The Arts Tampa, Florida U.S.A.
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BN - EREE / T8 /2009 / BRI, 64 /74 x 75 cm
Kenneth Noland. Untitled. 2009. Aquatint and softground etching. 29 1/4 x 29 3/4 inches. Published by Pace Editions Inc.
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BN EREE/ HAR®E /2008 / FIHKARE /106 x 99 cm
Kenneth Noland. Days and Nights. 2008. Stenciled handmade paper. 42 1/, x 39 1/, inches. Published by Pace Editions Inc.
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FENFE.MRATIE / B E5E /1994 / AR / 139 x 95 cm

Philip Pearlstein. Model and Ostrich. 1994. Etching on Somerset paper. 54 3/, x 37 1/, inches. Courtesy Tandem Press.
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3ENE - MA/RETIE / BRERIUS, EEMRWLE /1989 / EfARR / 101.6 x 302.26 cm
Philip Pearlstein. Jerusalem, Kidron Valley. 1989. Heliorelief with roulette on wood. 40 x 119 inches. Courtesy Graphicstudio,
University of South Florida, College of The Arts, Tampa, Florida, U.S.A.
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Skill - JEX / JE#3 /2008 / AZl. HE. HFEH, FLER/71x74cm
Judy Pfaff. Year of the Dog #3. 2008. Woodblock, encaustic, digital with hand-painting. 38 1/, x 86 1/, inches, Courtesy Tandem Press.
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Ki# - FEX / HEH#6 /2009 / A%, B, HFEIE, FIE®/71x74cm
Judy Pfaff. Year of the Dog #6. 2009. Woodblock, collage, digital with hand-painting. 38 1/, x 86 1/, inches. Courtesy Tandem Press.
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BB - EHEE / T /1982 / BRR. MAR / 106.68 cm x 117.8 cm

James Rosenquist. Dog Descending a Staricase. 1982. lithograph and intaglio on Arches Cold Press. 42 x 70 inches.
Courtesy Universal Limited Art Editions.
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ARIBHT - STRERHE /R0 /1986 / MIBAR. AR/ 107 x 181 cm
James Rosenquist. Shriek. 1986. Monoprint / lithograph. 42 15 x 71 1/, inches. Courtesy Graphicstudio, University of South Florida,
College of The Arts, Tampa, Florida, U.S.A.
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EIBHT - EREYE / RZHAMHEELALKE /2001 / FRR / 117.48 x 267.97 cm
James Rosenquist. The Stowaway Peers out at the Speed of Light. 2001. Lithograph. 46 1/, x 105 1/, inches, Courtesy Universal Limited Art Editions.

104



105



Fla%s - SHEEH /AL (HEEHEIZ) /1999 / MAR. HBABHIAR /50.17 x 66.04 cm
Robert Rauschenberg, Jap (Ruminations), 1999, Intaglio in 1 color with photogravure on Arches Cover, 19 3/, x 26 inches,
Courtesy Universal Limited Art Editions.
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B SHRAK/ERT (MEEHEIZ) /1999 / 4@ MRS RBMEHIAR / 71.12 x 106.05 cm
Robert Rauschenberg, Tanya (Ruminations), 1999, Intaglio in 4 colors with photogravure on handmade J. Green, 28 x 41 3/, inches,
Courtesy Universal Limited Art Editions.
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- BRI/ =K% /1988 / £FT /65.41 x 51.44 cm
Susan Rothenberg. Three Parts. 1988. Mezzotint in 1 color with aquatint, scraping, burnishing, and poulette on Kitikata laid down on Charter
Oak. 25 3/4 x 20 1/4 inches. Courtesy Universal Limited Art Editions.
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W - ERIA / LhEMHRE#L /1990 / E£FT /178.74 x 57.15 cm
Susan Rothenberg. Mezzo First # 1. 1990. Mezzotint in 1 color with collage on Gampi laid down on J.B. Green Crisbrook. 31 x 22 1/, inches.
Courtesy Universal Limited Art Editions.

109



XH - BWE / BREHRE /2001 / A<A—FE / MEREMAR. £FhR /45 x 35 cm (£1E)
Ed Ruscha. Country Cityscapes. 2001. Suite of Six Prints with text, Four color photogravures with screenprinted text. 18” x 14” inches (each) .
Courtesy Graphicstudio, University of South Florida, College of The Arts, Tampa, Florida, U.S.A.
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W BEE /11538 /1976 / 4BARR / 35 x 53 cm
Ed Ruscha. Eleven Pieces of Cheese. 1976, 4 color lithograph. 14 3/, x 20 5/5 inches. Courtesy Gemini G.E.L.
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BT - BRI/ & /2010 / BAOKRZIRT / R+F%E
James Siena. Untitled. 2010. Set of five reduction boxwood engravings. Varies. Published by Pace Editions Inc.
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L - 8 /10 A /2008 / ERR. BEZIED / 55.88 x 27.94 x 20.32 cm

Sarah Sze. Notepad. 2008. Offset color lithography, laser engraved paper and board, archival adhesive in presentation box. metal push pin,
paper cuttings (chads) and installation instructions come with work. 221/,,x 11 x 8 inches deep with 31 inch ladder.

Courtesy Columbia University School of the Arts, The LeRoy Neiman Center for Print Studies.
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HFX - BIR/BF /2007 / FAEBEDH] . 7KFHK /116 x 86 cm
Joseph Scheer. Moth. 2007. Digital print on waterpaper. 46 x 34 inches. Courtesy Institute For Electronic Arts, Alfred University.
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TUAYE - Rite /85 /1992 / 10BEMAR. €4 /90 x 130 cm
Robert Stackhouse. Encounterings. 1992. 10 color spitbite/aquatint/etching. 35 55 x 51 inches. Courtesy Graphicstudio,
University of South Florida, College of The Arts, Tampa, Florida, U.S.A.

117



] - BT/ TS (M) 1994/ AR / 101.6 x 154.94 cm

Kiki Smith. Untitled (Bosoms). 1994. Lithograph in 1 color with Xerox transfer on Japanese Unryu-shi. 40 x 61 inches.
Courtesy Universal Limited Art Editions.
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A - SREEHE / Zoikl /1997 / AR / 152.72 x 125.1 cm
Kiki Smith. Las Animas. 1997. Intaglio in 1 color with photogravure on Arches En Tout Cas. 60 1/g x 49 1/, inches.
Courtesy Universal Limited Art Editions.
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A ] - REEr /B I 7 2000/ FIT b, AR / 129.54 x 199.39 cm
Kiki Smith. Pool of Tears II. 2000. Hand colored intaglio on En Tout Cas. 51 x 78 1/, inches. Courtesy Universal Limited Art Editions.
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AH] - SREFHE / 4 /2002 / ARR / 172.72 x 142.24 cm
Kiki Smith. Born. 2002. Lithograph. 68 x 56 inches. Courtesy Universal Limited Art Editions.
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IBH . 5% / & /2005 / 42 E AR / 60.64 cm x 60.33 cm / B /2005 / 18 E KRR / 61.28 cm x 81.6 cm
Richard Tuttle. Spring (Seasons). 2005. Woodcut in 4 colors with embossing on Arches Cover. 23 7/ x 23 3/4 inches.
Summer (Seasons). 2005. Woodcut and lithograph in 18 colors with inked embossing on Rives BFK. 24 7,5 x 32 1/5 inches,

Courtesy Universal Limited Art Editions.
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BE - 5E/ / 78EBAKA / 60.64 cm x 80.65 cm / & /2005 / 3BEEARR /25.72 cm x 50.17 cm

Richard Tuttle. Autumn (Seasons). 2005. Woodcut in 7 colors with embossing on Rives BFK, 23 7/ x 31 3/4 inches.
Winter (Seasons). 2005. Woodcut in 3 colors with embossing on Somerset Textured White, 10 1/g x 19 3/4 inches.
Courtesy Universal Limited Art Editions.
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EF - TRENNE / EEMNAE /1989 /85D, AR, KRR, £MAR /137 x 85 cm
Roy Lichtenstein. Blue Face. 1989. waxtype/lithograph/woodcut/screenprint. 47 x 25 1/, inches.
Courtesy Graphicstudio, University of South Florida, College of The Arts, Tampa, Florida, U.S.A.
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ST - R/ FJR 1 /2008-2009 / HELMAR. AN, FIT&ERE /88.9x118.11 cm
Tomas Vu. Flatland I. 2008-2009. Color Silkscreen, engraved wood veneer and hand coloring, unique print. 35 x 46 3/4 inches.
Courtesy Columbia University School of the Arts, The LeRoy Neiman Center for Print Studies.
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O - R / FIF 11 /2008-2009 / # LMK, #LZIEI, FITER /88.9x118.11cm
Tomas Vu. Flatland II. 2008-2009. Color Silkscreen, engraved wood veneer and hand coloring, unique print. 35 x 46 3/, inches.
Courtesy Columbia University School of the Arts, The LeRoy Neiman Center for Print Studies.
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YA - R/ MIAEE R E RIS E - BT, RS ERBT 2005/ AR, £MAT/88.9 x 118.11 cm
Kara Walker. Harper’s Pictorial History of the Civil War / Crest of Pine Mountain. where General Polk Fell. 2005. Offset Lithography/Silkscreen.
35 x 24 inches, Courtesy Columbia University School of the Arts, The LeRoy Neiman Center for Print Studies.
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CCTPATION OF ALKTANIELL

HH - R/ WHEEEE LA SE - TEIIKANE 72005/ FR. £MAR /60 x 88 cm
Kara Walker. Harper’s Pictorial History of the Civil War / Occupation of Alexandria. 2005. Offset Lithography/Silkscreen. 24 x 35 inches.
Courtesy Columbia University School of the Arts, The LeRoy Neiman Center for Print Studies.
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AbABAEY ROTSLISTE GEEEMFY WES FEDERSL SRy e

YlH - RS/ A EEEE RIS E - MR B SRS F5ERBEAMTERB /2005 / FAR. £MAR /60 x 88 cm
Kara Walker. Harper’s Pictorial History of the Civil War / Alabama Loyalists Greeting the Federal Gun-Boats. 2005. Offset Lithography/Silkscreen.
24 x 35 inches. Courtesy Columbia University School of the Arts, The LeRoy Neiman Center for Print Studies.
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Ylh - AR/ MIHEERERIb ST - BRI X8R /2005 / ARR. £MAR /60 x 88 cm
Kara Walker. Harper’s Pictorial History of the Civil War / Exodus of Confederates from Atlant. 2005. Liothgraphy / silkscreen. 24 x 35 inches.
Courtesy Columbia University School of the Arts, The LeRoy Neiman Center for Print Studies.
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R/ - 4T/ AAE /1986 / AR / 81.28 x 58.42 cm
Terry Winters. Folio. 1986. Portfolio of 11 lithographs. 32 x 23 inches. Courtesy Universal Limited Art Editions.
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- REER/ NE /2007 /468FARR 7 101.6 x 76.2 cm
Lisa Yuskavage. Forces. 2007. Lithograph in 4 colors on Rives BFK. 40 x 30 inches. Courtesy Universal Limited Art Editions.
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Graphicstudio,

University of South Florida
College of The Arts
Tampa, Florida

U.S.A.

Graphicstudio is a university-based collab-
orative workshop dedicated to research
in new and traditional techniques for the
production of limited editions of prints and
sculpture multiples. For more than 40 years,
Graphicstudio has provided visiting emerg-
ing and acclaimed artists with an innovative
environment in which to experiment with
new materials and processes, and create
important works that advance their studio
practice.

Graphicstudio and the Contemporary Art
Museum form the Institute for Research in
Art in the College of The Arts on the Tampa
campus of the University of South Florida.
The University of South Florida is a public
research university and is the ninth-largest
university in the nation with enrollment of
more than 47,000 students. The distinc-
tive legacy of the Institute for Research in
Art is built upon the unique synergism be-
tween the productive artist residencies of
Graphicstudio and the critically acclaimed
exhibitions and educational programs of the
Contemporary Art Museum. Artists working
at Graphicstudio are often able to explore
the departments and faculty of the entire
university as a resource for their projects.
Professor Margaret A. Miller serves as direc-
tor of the Institute for Research in Art.

Professor, Donald J. Saff founded Graphic-
studio in 1968. Through the years, Graphic-
studio has received wide popular and critical
recognition. In 1990, an archive of Graphic-
studio’s publications was established at the
National Gallery of Art (NGA) in Washington,
D.C. In 1991, the National Gallery of Art
presented a comprehensive exhibition with
an accompanying catalogue organized by
Ruth Fine, now Curator of Special Projects
in Modern Art at the NGA. Leading muse-
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ums and collectors around the world have
acquired Graphicstudio’s editions, including
the Museum of Modern Art, the Whitney Mu-
seum of American Art, the New York Public
Library, the Brooklyn Museum the John and
Mabel Ringling Museum of Art in Sarasota.

Ongoing research by Graphicstudio’s print-
ers and artisans has been remarkably pro-
ductive and many new processes and treat-
ment of traditional methods have been
developed. For example a means of print-
ing encaustic waxes, called waxtype was
developed for Roy Lichtenstein. The tradi-
tional woodcut process, unchanged since
the 9th century, has been transformed by
using heliorelief, a photomechanical pro-
cess for generating woodblocks allowing
for extremely fine detail. Artists, Jim Dine,
Sandro Chia and Philip Pearlstein used this
heliorelief process with exceptional results.
Director of Research, Deli Sacilotto’s exper-
tise expanded the 19th century photogra-
vure process to allow for the hand printing
of unusually large images as well as four-
color separations. Robert Mapplethorpe,
Chuck Close, Ed Ruscha, Vik Muniz and oth-
ers have used the photogravure process to
advance new concepts and approaches to
their work.

HARLAN & WEAVER, INC.
83 CANAL STREET

NEW YORK

NY 10002

August 2010

Harlan & Weaver is a print publisher and col-
laborative workshop that specializes in etch-
ing and other forms of intaglio printmaking.

Felix Harlan and Carol Weaver established
their print shop in 1985 in the Lower East
Side.
craft begun in the 15th century, they strive

Though they continue a tradition of

to keep the process contemporary by elimi-
nating preconceived ideas about etching.
The studio encourages an artist’s direct en-
gagement with the intaglio process in all its
forms, fostering results that are a continu-
ation of the artist’s themes and concerns in
other mediums. Artists are invited to the
shop specifically to make an intaglio print, a
process that can take a few days or a few
months, depending on the artist and tech-

niques used.

Carol studied printmaking at Alfred Uni-
versity, Alfred, New York. Felix studied
at Hampshire College of Art, Winchester,
England, and received his Master’s Degree
from Rutgers University in New Brunswick,
New Jersey. The two met at Aeropress in
1980, a New York studio dedicated primarily
to etching and run by Patricia Branstead, a
former assistant to Kathan Brown of Crown
Point Press. At Aeropress, Carol and Felix
learned the fundamentals of contract print-
ing and print publishing, and of working with
artists in a collaborative workshop. Follow-
ing a downturn in the market in the early
1980’s, Aeropress temporarily closed. With
the encouragement of friends and artists,
Carol and Felix continued to work, eventually
renting press time in an artist’s loft on lower
Broadway. They also printed for Jeryl Parker,
who specialized in large scale etchings.



Although it was a time of economic uncer-
tainty, the art scene in downtown Manhat-
tan was energetic. All forms of art making
seemed to be taking place simultaneously,
in tenement studios, store-front galleries
and in the streets of the Lower East Side.
Printmaking flourished in such an environ-
ment, where experimentation was admired.
Paintings and prints by artists like Sandro
Chia, Francesco Clemente, Mimmo Paladino
and Rainer Fetting helped to define, in New
York, the emerging movements of Transa-
vantgardism and Neo-expressionism. The
energy of the East Village art scene and its
active search for new methods of expres-
sion reinforced Carol and Felix’s printmaking
ambitions. Focusing on available contract
work, and borrowing much of their printing
equipment, Carol and Felix rented a small,
single-room studio on east Canal Street. It
was there that they began to formulate an
approach to etching based on their experi-
ence and ideas.

In the last twenty-five years Harlan & Weav-
er has expanded to two adjacent studios.
After several years of contract printing, Car-
ol and Felix began to publish etchings them-
selves, a venture that is now the primary
focus of the studio. Publishing has allowed
an expansion in the scope of their projects,
providing freedom and experimentation. Of-
ten, as has been the case with Louise Bour-
geois, Kiki Smith and James Siena, Harlan &
Weaver will maintain a long term relation-
ship with the artist, continuing or returning
to work on multiple prints.

Harlan & Weaver has published prints by
Richard Artschwager, Louise Bourgeois, Rob-
ert Cottingham, Steve DiBenedetto, Chris
Martin, Thomas Nozkowski, James Siena,
and Kiki Smith, among others. Their prints
have been acquired by the following institu-
tions: Ashmolean Museum, Oxford; Beyeler
Foundation, Riehen/Basel; British Museum,
London; Daros Collection, Zurich; Harvard/
Fogg Art Museum, Cambridge; Houston
Museum of Fine Arts, Houston; Library of
Congress, Washington, D.C.; Metropolitan
Museum of Art, New York; Museum of Con-
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temporary Art, San Diego; Museum of Fine
Arts, Boston; Museum of Modern Art, New
York; New York Public Library; Tate Britain;
UCLA Hammer Museum, Los Angeles; Walker
Art Gallery, Liverpool; and the Whitney Mu-
seum of American Art. Felix and Carol have
lectured and taught printmaking workshops
at Cornell University, Randolph-Macon Wom-
en’s College, Rhode Island School of Design,
Mount Holyoke College, and Yale University.
In March 2002, Louise Bourgeois and Har-
lan & Weaver received the “Artist & Editions
Award” from the Baltimore Museum in rec-
ognition of their work together.

Columbia University School
of the Arts

The LeRoy Neiman Center
for Print Studies

Generously gifted to Columbia University
School of the Arts by LeRoy and Janet Nei-
man in 1996, the LeRoy Neiman Center for
Print Studies was created with a mission to
promote education and encourage innova-
tion in the field of contemporary printmak-
ing. Artists Kiki Smith, William Kentridge,
School of the Arts and Neiman Center Pro-
fessor Sarah Sze, Ellen Gallagher, Terry Win-
ters and many others have produced experi-
mental work at the Center with the expert
assistance of master printers and with the
guidance of t he Center’s Artistic Director,
School of the Arts Professor Tomas Vu-Dan-
iel, and gifted graduate students from the
School of the Arts’ Visual Arts Program.

The Center’s inaugural artist, who would
generate a model for creating projects while
teaching and working with students, was
sculptor and printmaker Kiki Smith.

During Kiki’s first visit to the center, she
chose to explore and utilize the capabilities
of the University as a research institution by
visiting the astronomy observatory. Kiki de-
cided that she wanted to make a series of
prints incorporating the moon. The astrono-
my department was contacted for their as-
sistance. They invited Kiki to the Rutherfurd
Observatory, which is housed on the top of
Columbia University’s Pupin Physics Labora-
tory.

At midnight on the first full moon of Janu-
ary 1998, the temperature was about 5 de-
grees below zero outside. Kiki, two graduate
students and the Center’s Artistic Director
were all huddled in the drafty dome of the
astronomy building well into the small hours
of the night while Kiki snapped away with
her camera attached to the telescope.



Kiki then approached School of the Arts
Professor Thomas Roma, Director of Pho-
tography for the Visual Arts Program, and
requested use of a unique panoramic cam-
era that he had personally designed and fab-
ricated. With camera in tow, the artist and
students set off by subway to Coney Island
to take images of the ocean. They all sat
shivering, mesmerized by the waves, while
Kiki photographed the ocean’s movement.
Kiki created two master prints at the center
based on these experiences: Tidal and Three
Moons.

These works by Kiki were the first projects
produced in the Neiman Center for Print
Studies and her generosity and collabora-
tive spirit established the model that the
LeRoy Neiman Center for Print Studies has
embraced and celebrated ever since. When
an artist is invited to work, he or she is also
invited to embrace Columbia University’s in-
tellectual and educational community.

In recent years, the LeRoy Neiman Center
for Print Studies has been honored to work
with artists such as Jonas Mekas, Ghada
Amer, Rza Farkhondeh, and Tenton Doyle
Handcock. This continued work with visit-
ing artists reflects the School of the Arts
and the Neiman Center’s desire to share the
exchange of creative ideas and to foster an
exceptional experience in the originating and
making of prints.
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Pace Prints

My interest in art was the result of visiting
galleries with my mother as a teenager and
beginning to collect sculptors’ drawings. |
never anticipated being involved in the art
world except maybe as a collector of young
pop artists. | had a graduate degree in busi-
ness and was in the supermarket business
in Boston, when in the early sixties, my wife
and | bought the first art work that Arne
Glimcher sold from his just opened Pace Gal-
lery in Boston. We purchased several other
works from him over the next few years and
became good friends. Several years and two
careers later, Arne asked me to help him
This
was the impetuous for our starting a sep-

publish a project by Lucas Samaras.

arate company, now called Pace Prints, to
publish prints and multiples by artist repre-
sented by The Pace Gallery. That was 1968,
now forty-two years later, we have pub-
lished prints by over 123 different artists
including established and younger American,
European, and Chinese artists many of them
represented then and now by galleries other
than Pace.

Initially as publishers, we contracted with in-
dependent printers. In 1975, when both Jim
Dine and Chuck Close became affiliated with
Pace Gallery we established our in-house
printing workshops. For ten years prior to
his retirement, Aldo Crommelynck, a French
etching printer, who had collaborated with
many of the most recognized artists includ-
ing Picasso worked with our printers in our
MNew York workshops. We currently have
three printing facilities. In Manhattan, we
have etching, intaglio, relief printing, digital,
and Ukiyo-e woodcut printing capacities . In
Gowanus, Brooklyn, we have a paper mill for
creating handmade paper editions and re-
lief prints and another workshop that does

screen printing and etchings.

In addition to established artists, we make
a major effort to find younger artists. Often
they have never made prints before or had
never been given the opportunity to work
with a publisher. We frequently begin our
relationship by urging them to create mono-
prints so they can become comfortable with
various printmaking processes, with the
skills of our printers, and the dynamics of
our workshops.

Our motivating philosophies are quite sim-
ple. For the artists, printmaking affords an
opportunity to enjoy collaborative experi-
ences with talented and creative printers
and to develop images that can be more
widely distributed, seen, and collected by a
broader audience than is possible with their
unique works. For collectors, especially new
ones, prints provide an excellent way of de-
veloping their knowledge and taste and a
more affordable opportunity to build a col-
lection. As print dealers, we try to provide a
relaxed environment to expose and educate
everyone who ventures into our workshops
and our galleries about the artists and their
prints that we are offering for sale.

Pace Prints distributes prints worldwide
through independent galleries and art fairs.
Unlike most print publishers, Pace Prints op-
erates two New York print galleries - one on
57th Street and in the Chelsea area.

Most of our inventory can be viewed on our
website - www.paceprints.com

Richard Solomon
President
Pace Prints



Universal Limited Art Editions

Universal Limited Art Editions was born out
of one woman’s necessity to make a living
and driven by her desire to make a contribu-
tion to the world. Born in Ekaterinburg, Rus-
sia, Tatyana Grosman spent almost half of
her life fleeing war and revolution that pur-
sued her to Japan, Dresden, Paris, and finally
New York where she settled in 1943. When
her husband, Maurice, suffered a severe
heart attack in 1955, the responsibility fell
upon her to support them. She decided that
she would publish illustrated books, bring-
ing the French tradition of livres d’artistes
to America. For money, the Grosmans began
reproducing paintings by artists such as Marc
Chagall and Grandma Moses from their small
cottage on Long Island. However, in 1957
during a visit to William Lieberman, then a
curator at the Museum of Modern Art, Mrs.
Grosman learned that although he was im-
pressed by the quality of the work, he was
not interested in collecting reproductions.
He encouraged her to consider collaborating
with artists to create original prints.

By chance, the Grosmans discovered two
Bavarian lithographic stones in their front
yard, a neighbor willing to sell a lithographic
press and a local printer ready to demon-
strate how to use the press. Mrs. Grosman
approached a friend at Grove Press, a pub-
lisher of contemporary poetry, and asked
him to suggest a poet that she should work
with. He suggested Frank O’Hara. She then
took the idea to Larry Rivers whom she had
met in 1950 on a transcontinental voyage.
O’Hara happened to be visiting Rivers that
day and Mrs. Grosman saw it as divine provi-
dence. They started a project immediately.
“Stones”, a thirteen page portfolio/book,
took two years to complete and became
known as the first ULAE publication.
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1960, Mrs. Grosman wrote to Jasper Johns
and invited him to the studio. Through Johns
she met Robert Rauschenberg. At their sug-
gestion she invited Jim Dine. Rauschenberg
then brought Cy Twombly and Johns brought
James Rosenquist and Edwin Schlossberg.
Schlosseberg brought Buckminster Fuller.
William Lieberman suggested Barnett New-
man. One by one, they came to make their
mark. Seven years after ULAE published its
first edition, ninety-seven of its editions were
chosen for the exhibition that inaugurated
the new graphic galleries at the Museum of
Modern Art. From that point on a series of
grants were established enabling MoMA to
acquire the first print of every ULAE edition,
a tradition that still continues today.

Because Goldston was the first printer to re-
ally dedicate himself to intensive technical
experimentation at ULAE, he quickly moved
into a leadership position. Impressed by his
abilities, Mrs. Grosman encouraged Goldston
to take charge of running both the studio
and the business when her husband died in
1976. From that point, she guided him until
her death in 1982 when he assumed respon-
sibility for the business. In guiding ULAE’s ex-
pansion, Goldston has maintained the sense
of community and spirit always associated
with the house on Skidmore Place. Only one
artist is scheduled to visit the studio on any
given day. Lunch is still served to the staff,
artists, visiting collectors, curators and writ-
ers and prints are still shown upstairs at the
house in a small attic room.

Gemini G.E.L.

Gemini G.E.L. began in 1966 as an artists’
workshop and publisher of hand-printed
limited edition lithographs. Responding to
the expanding interests of its artists, work
began on its first sculpture edition in 1968
with Claes Oldenburg’s Profile Airflow, and in
1970, Frank Stella’s Pastel Stack was start-
ed as the first project in the screenprinting
workshop. The etching workshop opened in
1977 and woodcuts were being made by
1980.

The workshop’s first important project,
Josef Albers’ sequence of seventeen litho-
graphs titled White Line Squares, called for
precise color mixing as well as stringent reg-
istration techniques. The project established
Gemini’s reputation as a workshop capable
of meeting artists’ technical challenges.
Gemini soon began to collaborate with young-
er artists. Robert Rauschenberg initiated the
first collaboration and it was a spectacular
success, culminating in the completion of his
seventy-two-inch tall lithograph/screenprint
Booster. Gemini published other important
lithographs throughout the late 1960s, in-
cluding Jasper Johns’ Color Numeral Series
and Roy Lichtenstein’s Cathedral Series.
Frank Stella made his very first prints at the
young California workshop in 1967, including
Star of Persia |. While attracting important
artists from the East to California, Gemini
also collaborated with notable artists based
on the West Coast, among them Ken Price
and Ed Ruscha.

During Gemini’s early years, the collabora-
tors invented new methods for basic tasks
such as mixing huge quantities of ink. Large
images required the development of increas-
ingly larger presses as well as papers. The
shop greatly expanded the quality of its
productions by including both the beautiful
handmade and the fine machine-made paper
sheets that may be seen throughout Gemi-
ni’s oeuvre. In all of the areas most crucial to



the development of contemporary printmak-
ing, Gemini was a major participant.

At Gemini, the artists do all of the drawing or
carving themselves directly onto the print-
ing element, be it limestone, copper plate,
woodblock or otherwise. The artist stays at
the workshop until a “RTP” (Right to Print)
is achieved. Edition printing may take sev-
eral months and each proof in the edition
must closely match the approved RTP. Once
the printing is completed, the artist returns
to the workshop to examine and sign the
edition. Each print is signed and numbered
by the artist as well as embossed with the
Gemini “chop”.

In 1981, the National Gallery of Art, Wash-
ington, D.C., established the Gemini G.E.L.
Archive, which functions as a study center
for scholars and collectors, and contains a
complete history of the workshop. Included
in the archive is one example from each of
the more than 2,100 editions published.
Three major exhibitions with works from the
archive have been organized and exhibited
by the National Gallery in the past 26 years.
Detailed information on the history of the
workshop and the artworks in the Gemini
Archive is available in the digital Catalogue
Raisonnll, on view at the National Gallery‘s
website: www.nga.gov/gemini.
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Tandem Press

Tandem Press was founded in 1987 by Pro-
fessor Bill Weege who retired in 1994. Since
that time, Tandem’s aim has been to bring
internationally recognized artists to interact
with the students and faculty of the Depart-
ment of Art in the School of Education at
the University of Wisconsin-Madison, USA.

The mission of Tandem Press parallels the
overall university mission of education, re-
search and public service, and is a continua-
tion of the ‘Wisconsin Idea.” * The philoso-
phy of Tandem Press is to invite artists and
give them complete freedom to create their
work. This philosophy has lead to the cre-
ation of highly ambitious print projects over
the years.

The University of Wisconsin-Madison Depart-
ment of Art has a rich tradition in printmak-
ing and Tandem Press was created to ensure
the University’s continued leading role in
this heritage. Tandem Press, however, is fi-
nancially self-supporting and derives 85% of
its revenue from sales. The Chazen Museum
of Art, the university art museum, serves as
the archive for the Press and receives one
impression of every editioned print.

Tandem Press has a full-time staff of seven
and provides scholarships for fifteen stu-
dents annually.

The students are employed in all aspects of
At Tandem, the ex-
perience for the student parallels that of a

the Press operations.

laboratory. Generally, graduate students in
the visual arts do not have the opportunity
to experience and observe the rigours of the
creative process, and what it actually takes
to become a highly successful professional
artist. At the university, they are taught the
various skills and techniques by their profes-
sors, but creating art is a solitary process,

not necessarily a collaborative one. At Tan-
dem Press they see and experience the ex-
traordinary lengths to which artists will go
to create their work.

Since 1987, 62 artists have visited the
Press, over 300 art, art history and arts ad-
ministration students have apprenticed at
Tandem and workshops, lectures and open
houses have abounded. The visiting artists
have made thousands of prints in collabora-
tion with our master printers Andrew Rubin,
Bruce Crownover and Joe Freye. These now
hang in museums and corporations through-
out the United States including The Museum
of Modern Art, and the Whitney Museum in
New York, the Chicago Art Institute and the
National Museum of American Art in Wash-
ington DC, to name just a few.

Artists come to Tandem because it gives
them an opportunity to experiment, but
Tandem has also had an extraordinary influ-
ence on them. They have the opportunity
to explore their creativity and can undertake
projects that cannot normally be carried out
in a commercial facility. Artists who have
worked at Tandem Press include Xu Bing,
Jim Dine, Chuck Close, David Lynch, Robert
Cottingham, Philip Pearlstein Nicola Lopez
and Judy Pfaff.

In the autumn of 2007, we invited Nicola Lo-
pez to create a print installation at the Print
Fair, in New York. All the components of the
installation were printed at Tandem and Lo-
pez called the piece “Half-Life.” There was a
critical response to the work, but what was
most heartening was that the Old Master
print dealers were so enthusiastic about the
installation. Since 1992, we have undertak-
en major projects with Judy Pfaff and most
recently published a series of twelve large-
scale prints entitled the “Year of the Dog. “
These prints are very three dimensional with
etching, woodblock, hand-painting, digital
printing and collage. We are close to com-
pleting the “American Alphabet,” a series of
26 lithographs by Robert Cottingham which
was started in 1997.



At least 2,000 members of the community,
faculty and students attend Tandem Pro-
grams every year in Madison. These activi-
ties include lectures, demonstrations, and
tours. Tandem also produces newsletter and
catalogues of artists’ works.
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Glossary

Aquatint/ k4

An intaglio technique that produces to cre-
ate even tones and/or tones with gradation.
The process entails adhering fine particles of
resin to a metal plate as an acid resist. After
the plate has been treated in an acid bath,
the acid-resistant material is removed. The
resulting etched, or bitten, surface is com-
posed of textured areas rather than lines.
Aquatint is often used in combination with
other intaglio techniques.

chine coll ¢ / IEE &4

A method that uses glue during the printing
process in order to adhere a thin, often Ori-
ental, sheet of paper to a heavier sheet. The
fragile paper is able to take a finer impres-
sion than the more substantial paper be-

neath. In contemporary prints, chine coll é
is often used for purely aesthetic purposes,

exploiting the visual qualities of the coll ¢
paper rather than its ability to reproduce
fine impressions.

Collage/ 4

A technique that incorporates fragments
of commercially printed paper into compo-
sitions. Introduced into fine art by Georges
Braque and Pablo Picasso circa 1909, col-
lage was later developed by artists of the
Dada and Surrealist movements to include
found objects. Today any material fixed to a
surface may be termed collage.

Drypoint/ F%|

An intaglio technique in which the line is
scratched directly into the copper plate with
a sharp metal point, traditionally a dry point
needle. As the needle scores the copper, it
creates a ridge of metal known as the burr
on both sides of the line, thus holding the
ink and printing as a rich velvety line.

dition

This is the body of prints or sculpture essen-
tially identical to the right to print impres-
sion or standard used for the edition or pro-
totype. Two numbers are used in the signing
procedure: the upper number follows a con-
secutive sequence beginning with 1 through
the total in the edition (example: 3/25); the
lower number indicates the total number of
pieces in the edition.

embossing

An inkless process that can use multiple
techniques--e.g. etching, stamping, carving,
or casting--to create the matrix. The paper
is subsequently forced into the matrix, of-
ten using a press, in order to create three-
dimensional effects.

engraving

An intaglio technique in which a metal plate
is manually incised with a burin, an engraving
tool with a V-shaped metal shaft. Depending
on the angle and degree of pressure with
which they were scooped out of the metal
(usually copper) plate, the incised lines may
vary in width and darkness when printed.
The result is a very steady and considered
line, with crisp edges where the burin has
cut through the metal.

etching

An intaglio technique whereby marks are bit-
ten into the metal plate by chemical action.
The plate is coated with a ground (either hard
or softground) impervious to acid through
which the artist draws to expose the metal.
The plate is then immersed in an acid bath
until the open lines of areas are sufficiently
bitten. Finally, the ground is removed and
the plate inked and printed. Etching is com-
monly used in combination with drypoint,
aquatint, and other intaglio processes.
gravure

A variant of photogravure without use of
a camera. The artist draws an image on a
plastic film such as Mylar for photographic
transfer to the plate.



hardground

An acid-resistant compound that is heated
to become liquid, applied to a warm etch-
ing plate, and rolled to a thin, even coating.
When the coated plate is cooled, a hard-
ground is formed. Etching needles or a vari-
ety of other metal instruments can be used
to cut through the ground to expose the
metal for etching.

intaglio

A printing process in which the image is
manually incised or chemically etched into
a metal plate using a variety of techniques
and tools. The paper receives the ink from
the incised recessed marks and not from
the top surface of the plate, as in relief
printing. For intaglio printing the paper is
dampened so that it will be squeezed under
printing pressure into the inked recesses of
the plate. One of the distinguishing char-
acteristics of this type of printing is that
the dried ink impression stands up from the
paper in very slight relief. Aquatint, engrav-
ing, etching, mezzotint, and drypoint are
intaglio techniques.

iftground

An etching technique in which it is possible
to draw and print in positive rather than
in reverse. The process consists of draw-
ing with pen or brush either on an aquatint
ground or on a clean copper plate using a
solution of sugar and India ink. After the so-
lution is dry, the plate is thinly coated with
an acid resist, dried and then immersed in
a tray of warm water, which dissolves the
sugar-ink mixture, thereby lifting the resist
coating off the plate. The exposed drawing
is then placed in an acid-bath and prepared
for printing.

linoleum cut or linocut

A relief print cut in the same manner as a
woodcut. The block consists of a thin layer
of linoleum mounted on wood. The soft li-
noleum can be cut in any direction without
resistance and has a surface that accepts
ink evenly.
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lithography

A printing process based on the antipa-
thy of grease and water. The printing ele-
ments used are limestone and aluminum
or zinc plates, grained to varying degrees
of roughness. The image can be produced
by photochemical and transfer processes,
or be drawn using lithographic crayons and
pencils, tusche, chalk, and various grease,
lacquer, or synthetic materials. The stone is
then washed with a solution, thus chemically
producing water-receptive non-printing ar-
eas and grease-receptive image areas. The
drawing grease is cleaned from the printing
surface. A roller bearing greasy printing ink
is then rolled over the surface, with the ink
adhering only to drawn grease-receptive im-
age areas. Finally, paper is laid on top of the
stone or plate, which is passed through a li-
thography press for transfer. Lithography is
often described as a surface or planograph-
ic printing process in order to distinguish it
from the relief and intaglio processes.

mezzotint

An intaglio method in which the artist works
from dark to light. The plate is systemati-
cally roughened with a spurlike tool called
a rocker. If inked in this state, it will print a
velvety black. Graduated highlights are then
smoothed out by scraping and burnishing
the plate. Mezzotint is often combined with
other intaglio methods.

monoprint

A print that has been altered by coloring
the paper before printing or by varying each
impression during or after printing. A mono-
print derives all or part of its image from
printing elements and may include collage
elements and/or hand-coloring.

monotype

A unique image printed from a plate, glass,
metal, or other material on which an image
is painted or drawn. A monotype impres-
sion is one of a kind. However, a second,
lighter impression, called a ghost, can be
made from the painted or drawn printing
element.

offset lithography

A modern development of lithography in
which the image is lifted from the stone or
plate by a rubber roller which then reprints
it onto paper. An advantage of this double
printing procedure is that it re-reverses the
image, which is then printed in its original
direction.

photoetching

An intaglio process in which the etching plate
is coated with a light-sensitive acid-resistant
ground and exposed, through a dot screen,
to a photographic image. A “negative” resist
dissolves in the areas that are exposed to
light, while hardening in areas not exposed
to it. Thus pits are etched and ink is held
in the areas that appear light in the photo-
graphic image. A positive resist dissolves
where it is not exposed to light.

photogravure

A process using a bichromated gelatin tis-
sue on a copper plate. The exposed and
selectively hardened layer controls the pen-
etration of an etching solution, so that the
printing plate is etched to different depths.
After inking, the plate is printed in the usual
intaglio manner.

photolithography

A form of lithography in which light-sensitive
plates or stones are exposed to a photo-
graphic image, usually by means of a half-
tone screen.

photo offset lithography

A printing process in which the image is
photographically transferred to the stone
or plate, which is then inked and indirectly
transferred to an intermediary, such as a
rubber cylinder on an offset press, which
then transfers the inked image to the paper.
Offset printing is primarily used for commer-
cial purposes.



photoscreenprint

A form of screenprint in which a light-sensi-
tive resist applied to the screen is exposed
to a photographic image that has been bro-
ken down by a dot screen. Areas exposed to
light harden. A photo stencil is created when
unexposed sections, which are unaffected,
are washed away. The ink is forced through
the open mesh to create the image.

proof

Impressions pulled before the printing of the
edition in which the development of the im-
age is tracked and various inks, colors, pa-
pers, and other variables are tested.

pulp

Reduced fibers, often derived from cotton
rags and linen, which are diluted with wa-
ter to prepare for the formation of paper
sheets.

relief printing

A printing process in which the impression
is created by the uncarved or raised areas
of the printing element. The ink is applied
to the raised surface, while the incised or
recessed areas remain clear. During printing,
paper is often pushed into the sunken areas
thus creating an embossed effect. Wood,
linoleum, and plastic are most commonly
used for relief printing.

rosin

An organic substance in lump or powdered
form that melts when heated. In printmaking,
it is primarily used for aquatint grounds.
screenprint

A print made by a stencil technigue in which
ink is forced through stretched mesh fab-
ric (silk, cotton, nylon, or metal) onto pa-
per beneath the frame. The image is cre-
ated by blocking out parts of the mesh in
a variety of ways such as hand-painting the
screen with glue or lacquer; applying a cut-
out design; or by painting a light-sensitive
resist on the screen which is then developed
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photographically. Unlike many of the other
printing media, there is no mirror reversal in
screenprinting, which is very versatile as it
can be placed on almost any material.

softground

An etching ground that has tallow added to
prevent it from hardening. Once the ground
has been laid onto the plate, a piece of soft
paper may be fixed on top of it, onto which
the artist may make a drawing. Where the
pencil presses into the ground, it adheres
to the paper, which is carefully pulled away
together with the attached ground, leav-
ing a design exposed on the copper. For a
sharper line, the artist may draw directly
through the ground again and textures can
also be impressed through it. The plate is
then bitten in the usual way, and an almost
perfect facsimile of the original drawing is
transferred to the copper.

spitbite

A direct intaglio method of painting the
grounded etching plate with a strong acid
rather than placing it in an acid-bath. Pale
to dark tones can be achieved by varying
the time and strength of the acid applica-
tion. The term originated with the traditional
practice of putting saliva on the plate to mix
with the acid in order to control the disper-
sal of the fluid over the plate.

state

The point at which an artist stops work on a
matrix and pulls an impression of a print. A
first state is the first impression or impres-
sions. A second state is the next impression
taken after further design adjustments have
been made. This sequence may continue un-
til a final state is produced.

woodcut

A method of relief printing in which wood is
the printing element. The artist’s design is
either drawn directly on the block of wood
or on a sheet of paper that is adhered to its
surface. A variety of cutting tools can be
used to carve away the non-printing areas.

When finished, the image will appear as a
network of lines and shapes standing out in
relief, which are then inked and printed.

wood-engraving

A particular form of woodcut developed in
the late eighteenth century. A very hard
wood is used, which is end grain rather than
the plank wood normally used for woodcuts.
As a consequence, a graver, which is similar
to the burin used in engraving, is used instead
of a knife. The close grain of the woodblock
allows the engraver to cut very fine lines,
thereby creating images with much greater
detail than is possible in woodcut.
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