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Joan Miró (Spanish, 1893 –1983)
Plate 6 from the Black and Red Series, 1938
Etching printed in black and red
Sheet: 328 x 454 mm. (12 15/16 x 17 7/8 in.)
Plate: 170 x 260 mm. (6 11/16 x 10 1/4 in.)
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he Baltimore Museum of Art is fortunate to have more than 30 works by Joan Miró, a strong
collection encompassing paintings, drawings, prints, sculpture, artists’ books, and posters.
A third of these works, including the large-scale painting Portrait No. 1 (1951.339), dates to
the late 1930s, a time when the turmoil of the Spanish Civil War permeated his work in many ways.

T

While living in Paris in 1938, Miró was introduced to the printmaker Louis Marcoussis by the poet
Tristan Tzara. Although Miró had sporadically made prints since the late 1920s, it was through
his close work with Marcoussis that he came to fully appreciate the possibilities of printmaking,
particularly etching.
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That same year Miró experimented with the layering of graphic imagery through the creation
of his Black and Red Series of eight etchings. The first two images in this series were printed
in black ink from single copper plates, the first oriented vertically, the second horizontally. In the
subsequent five images Miró printed the compositions using both plates, each time alternating
their superimposition, rotation, and ink color. The final image is made only from the second,
horizontal plate, printed first in black, and then rotated 180 degrees and printed in red.
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In terms of subject matter, the image includes several figures that have been interpreted as a
family of three responding to the presence of a monster at lower left (a symbol of General
Francisco Franco, the leader of the Fascist forces who would become the military dictator of Spain
in 1939). The mother at left stretches out her arms to protect the frightened child at center while
the father stands helplessly at right.
The Museum has proofs of Plates 3 and 7 from the Black and Red Series, each printed on a different
paper from the editioned prints and hand-dedicated to the publisher Pierre Loeb (1963.180 and
1950.8, respectively). The acquisition of Plate 6, an excellent impression in superb condition from
the editioned series, would enable Museum visitors to better understand and appreciate Miró’s
extraordinary exploration of formal variations through series and sequence.

A CHALLENGE
What better way to mark our 50th anniversary—
our golden anniversary—then to gift this fabulous
Plate 6 from Joan Miró’s Black and Red Series
(1938) to our Museum.
Twenty-five years ago on our silver anniversary
Jay Fisher issued a challenge to the Print and
Drawing Society: Make an appeal to members to
fund the purchase of a major object for the print
collection. The major object he had in mind was the
etched copper plate for St. Jerome Kneeling in Prayer
(1635) by Rembrandt. In his appeal Jay quoted

Adelyn Dohme Breeskin, the BMA’s first Curator of
Prints and Drawings, saying that he was confident
of success if “all who can would send a contribution
for its purchase.” We were wildly successful in 1993.
(See article on page 46)
On the occasion of our 50th anniversary I pose
a similar challenge to Print, Drawing & Photograph
Society members, this time for Plate 6. You will
receive a solicitation in the mail. If all members
contribute, I am confident that we will again succeed.
What better way to mark our golden anniversary!
—Francine Krumholz, PDPS President
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Society Newsletter is a project
undertaken by the Society for the
use of its members. Articles are
submitted by Society members,
Museum staff, or guest authors as
individual expressions of opinion
and do not necessarily represent the
views of The Baltimore Museum
of Art or of the membership as
a whole.

AGAIN AND AGAIN OVER
ITS 50-YEAR HISTORY OUR SOCIETY
HAS FULFILLED ITS MISSION

M A N Y R E A S O N S T O C E L E B R AT E

MANY REASONS
TO CELEBRATE
BY FRANCINE KRUMHOLZ

T

Here is our mission statement; it defines who we
are and guides what we do.
The object of the [Print, Drawing & Photograph]
Society shall be to enhance members’ appreciation
and knowledge of prints, drawings, and photographs.
The Society shall assist in the development of
members’ own collections and shall support the
Department of Prints, Drawings & Photographs’
acquisition and education programs. The Society
shall support The Baltimore Museum of Art through
furthering public interest in prints, drawings and
photographs.
To accomplish its purpose, the Society shall publish
a newsletter; visit museums, galleries, and private
collections; sponsor lectures and seminars by artists,
scholars, collectors, and printers; arrange study
trips; and assist with the Museum’s Baltimore
Fair for Contemporary Prints and New Editions.
BYLAWS, UPDATED 3/10/2014

Historical Perspective
With the guidance of Victor Carlson, Curator of Prints
and Drawings of the Baltimore Museum of Art, and
Ferdinand Roten, a Baltimore art dealer, our group
was born in 1968 as the Baltimore Print Club. The
Club was then an independent organization with its
own Articles of Incorporation. From the first mailing
of the Baltimore Print Club, 1968:
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We are establishing a print club in Baltimore under
the auspices of the Baltimore Museum of Art.
The purpose of the club is primarily to further the
understanding and appreciation of the various media
of graphic arts. We intend to accomplish this through

PDPS members are
art lovers, artists,
collectors, scholars,
docents, teachers and
students, united by
our shared enthusiasm
for works on paper.

THE PRIN T, D RAWIN G & PHOTOGRAPH SOCIETY OF THE BALTIMORE MUSEUM OF ART

his special anniversary edition of the Newsletter
chronicles the Print, Drawing & Photograph
Society’s (PDPS) 50-year history. In this article
I’ll focus on our many accomplishments and how
PDPS fulfills its mission. This edition also will include
articles that detail specific historical events, special
curatorial acquisitions, curatorial support, and some
of our most significant programs.

M A N Y R E A S O N S T O C E L E B R AT E

lectures, special exhibitions, demonstrations,
and visits to fine private collections…. The need
for a print organization of this kind in Baltimore has
long been apparent. Now the necessity of helping
young people who wish to start collecting makes
the formation of the club imperative.
In 1974, with the urging of BMA Director Tom
Freudenheim, the Club changed its name to The
Print and Drawing Society (PDS) of the Baltimore
Museum of Art and became part of the Museum.
We retained control of our funds, correspondence
with members, and program planning. The change
would offer wider opportunities for lectures and
other activities.
The Print Club purchased a print for the Museum
in 1971, Woman with Corset and Long Hair (1970),
a lithograph by Willem de Kooning. The Print and
Drawing Society funded its first Museum acquisition
in 1976, Aspiring to the Spiritual, They Embrace and
Watch (1975), by Will Petersen. Others followed,

but it was not until 1980, with the encouragement
of BMA Director Arnold Lehman, that along with
education, supporting and facilitating museum
acquisitions would become a priority for the Society.
The more than 325 works on paper that we have
helped the Museum acquire, and many others that
have been donated to the Museum by past and
present members of the Society, speak to our
success in this endeavor.
Another works-on-paper friends group, Friends of
Photography, was established in 1980. When it
disbanded in 2004, we invited its members to join
PDS and changed our name in 2005 to the Print,
Drawing & Photograph Society.
PDPS members are art lovers, artists, collectors,
scholars, docents, teachers, and students, united
by our shared enthusiasm for works on paper.
We are the oldest BMA collectors’ friends group.

Complementary Goals
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The curators with whom we
have worked—Victor Carlson,
Jay Fisher, Jan Howard,
Darsie Alexander,
Susan Dackerman, Ann Shafer,
and Rena Hoisington—
have been our guides,
teachers, advisors, mentors,
and friends. We cherish
and thank them all.

Education is at the heart of a museum’s relevance.
PDPS’s innovative programs have given us the
opportunity to learn together; to share common
interests; to enhance our appreciation and
knowledge of prints, drawings and photographs;
to start or improve our own collections; and to
appreciate the importance of supporting the
BMA. The curators with whom we have worked—
Victor Carlson, Jay Fisher, Jan Howard, Darsie
Alexander, Susan Dackerman, Ann Shafer, and
Rena Hoisington—have been our guides, teachers,
advisors, mentors, and friends. We cherish and
thank them all.

Educational Programming
The Baltimore Print Club, PDS, and now PDPS have
always had a full calendar of interesting and
stimulating educational programs. The inaugural
event in 1968 was an exhibition of prints, drawings,
and watercolors with works owned by members
of the Print Club.
From the beginning, programming included
frequent lectures by renowned scholars, artists, and
critics; curator-led tours of Museum exhibitions;

M A N Y R E A S O N S T O C E L E B R AT E
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PDPS has worked with the Museum curators, such as Rena Hoisington (right),
to make each of the 19 Baltimore Contemporary Print Fairs a great success.

The Society planned special programs for special
occasions. In 1983 to commemorate our 15th
anniversary there were five special lectures on
aspects of print connoisseurship. In 1988 to
commemorate our 20th anniversary, with funds from
the Maryland Humanities Council, there were five
special lectures on Art and Revolution/Revolutionary
Art. Major scholars from around the country spoke
about the art of Goya, the French caricaturists
such as Daumier, the German Expressionists, the
Russian Constructivists, and contemporary art.
These lectures were open to the public.

In 1988 and 1993 the Museum sponsored special
exhibitions highlighting PDS collecting. The 1988
20th-anniversary exhibition featured prints drawn
from members’ collections and a special section
dedicated to gifts the Society had made to the
Museum collection during its 20-year history. The
1993 exhibition celebrated our 25th anniversary.
It featured individual gifts of prints, drawings and
photographs that members past and present had
donated to the Museum.

Since 1992 more than
190 objects have been
added to the BMA’s
collection thanks to the
Baltimore Contemporary
Print Fair funds.
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and visits to private and public collections, artists’
studios, printmaking workshops, galleries, art
fairs, and other museums in Baltimore, Washington,
Delaware, Philadelphia, and New York. We sponsored
programs in collaboration with Towson University,
Maryland Institute College of Art (MICA), and
The Johns Hopkins University. Our speakers and
hosts were eager to share their knowledge; our
members were eager to learn. This has been a great
recipe for success.

In her 40th-anniversary message, Director Doreen
Bolger glowingly wrote: “Works on paper have
always been at the heart of the BMA’s collection
and of the artistic program generated by the
Museum’s curators—and the Print, Drawing &
Photograph Society has always been equally
central! Your support has helped define the
character and excellence of the collection,
nourished the curators who cared for those
treasures, and created a bond between the BMA
and a growing community of collectors, artists,
and all who cherish works on paper.”
The Sales and Rental Gallery, run by the Women’s
Committee, was a BMA institution. After it closed,
Jay Fisher and Jan Howard, Associate Curator of
Prints, Drawings & Photographs, decided that a
print fair would be a great way for the Museum to
introduce Baltimore audiences to contemporary
art, raise funds for contemporary acquisitions,
and encourage collecting in the community. Jan
developed the concept and in 1990, assisted by
PDS volunteers Gail Schulhoff and Sherry Christhilf,
launched the Baltimore Contemporary Print Fair.
By design the fair was small—approximately
20 carefully screened dealers—and provided a
comfortable and inviting environment for fair-goers
to see and learn about the best new work in
printmaking. The dealers were generous with
information about the artists and their techniques;
BMA curators were available for consultation
throughout the fair.
Over the years the fair has increased from one to
two days; experienced a large audience expansion;
transitioned from an annual to a biennial event
(2002); added artists’ lectures (e.g., Jim Dine,
Robert Mangold, Vija Celmins, James Siena); has
been made generally more accessible to a wider
audience, including students, and generated funds

PHOTO BY AMY HUNTOON 2010 © ESTATE OF ROBERT DE NIRO, SR.
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In addition to a birthday reception, PDPS’s 40thanniversary celebration in 2008 featured talks by
Assistant Curator Ann Shafer on Jim Dine and by
Deputy Director for Curatorial Affairs and Senior
Curator Jay Fisher on PDPS history. We produced
a historical timeline and complete list of PDPS
acquisitions, then numbering about 260. How our
support had grown!

Lois Borgenicht graciously opened her Roland Park house to PDPS members
in September 2010. Nearly every year the Society has arranged a tour of a
collector’s home.

for Museum acquisitions. In addition, funded
by an anonymous PDPS donor, a BMA Artist and
Editions Award was initiated. Its purpose is to
give special recognition to important printmaking
being produced today. PDPS volunteers continue
to provide assistance to the fair.
PDPS Student Scholarships began as a result of the
success of MICA student involvement in the 2008
Baltimore Contemporary Print Fair. Trudi Ludwig
Johnson, PDPS board member and MICA professor,
provided the inspiration for this program. The
scholarship is offered to selected undergraduate or
graduate students enrolled full-time in area colleges
in the final two years of their degree programs.
PDPS pays the recipient’s BMA membership
and waives the fee for PDPS membership. The
scholarship program’s goal is to encourage young
up-and-coming print, drawing and photograph
makers and enthusiasts to become ongoing and
active members in PDPS, an important aspect of
our mission.

board members, Amy Beverungen and Alison
Morgan, were scholarship recipients. Amy
Beverungen writes, “PDPS helped me grow
tremendously as an artist. The seminars introduced
me to new techniques and traditions. I still
remember my amazement when I think of the rare
book and manuscripts seminar at Hopkins, and
how it felt to be so close to that historic material.”
Almost from the time of our founding in 1968 there
was discussion about publishing a newsletter.
Finally, in 1983, guided by member Rachel Allen, the
first PDS Newsletter was published. No technological
innovations here—just a typewriter and photocopier.
Soon the Newsletter was published twice a year, in
the spring and fall. Then, in 1998, members Duncan
and Donna Catling brought our publication into the
electronic age. To this day the Newsletter has been
published twice yearly. It has provided educational
background on Society activities, articles on
Museum exhibitions, and other articles of general
interest to art enthusiasts. Scott Ponemone has
been the Newsletter editor since 1999, except for a

Ethel Novey was a long-time dedicated member
of PDPS. She had been a teacher and thought the
most important part of our mission was education.
After her death in 2007, at the suggestion of
President Joan Spence, gifts in her memory
were used to establish for five years an annual
printmaking workshop for children and their
families. Ethel’s children and grandchildren
attended the first workshop and agreed that
Ethel would have loved it.
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We have been graciously
welcomed into so many
homes in Baltimore
and beyond, where our
hosts shared their
collecting stories and
treasured artwork with
our group.

short period in 2008/2009 when Gail Markley was
the editorial/production coordinator. The Newsletter
staff has always been a powerful team and keeps
the membership well informed. Their work
has enhanced the status and image of PDPS.
(Amy Beverungen writes about the Newsletter
on page 42.)

The Votes Are In
So what are the favorite programs over the years?
Opinions abound. Any program with a marvelous
speaker, any program in the print study room where
we can be up close and personal with beautiful
objects (but no touching!), and any program where
members have an opportunity to interact with
curators gets high marks. Praise for the Newsletter
is ongoing.
Beginning in the mid-1990s the group made periodic
trips to the International Fine Print Dealers Association
(IFPDA) Print Fair in New York City. The fair is the
largest and most celebrated exhibition and sale of
fine prints in the world. According to Nancy Patz,
a long-time PDPS member and past president,
“The fair knocks my socks off. There are big names
and unknown names, and having curators around
to share their expertise is priceless.” In a 1999
Newsletter article, PDS-member Jonas Rappeport
recalls being lured to the Print Fair by Curator
Susan Dackerman to see hand-colored Renaissance
prints that she had scouted out for him. He bought
the prints and embarked on a journey for more
knowledge and more examples of these beautiful
hand-colored objects. Jonas was hooked. Many,
many PDPS members echo similar sentiments
and experiences.
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While most students move on after graduation, there
have been a few notable exceptions. Ben Levy, the
Department of Prints, Drawings & Photograph’s
curatorial assistant from 2009 to 2015, was one of
the first scholarship students. And today two of our

M A N Y R E A S O N S T O C E L E B R AT E
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from curators about potential purchases over the
years.” Peyton says that the curators got him “on
the track with Diebenkorn and conservation.”

Members have supported
the Museum by purchasing
works of art as gifts
or promised gifts and
have donated works
of art from their private
collections, both during
their lifetimes or as
bequests in their wills.
Trips to printmaking workshops, museum print and
study rooms, and specialty museums are always
a hit. Printmaking workshops that we visited
include U.L.A.E., Crown Point Press, Gemini G.E.L.,
Dieu Donne, and Robert Blackburn. A recent trip to
the Princeton University Art Museum print study
room and to the Rare Books and Special Collections
room in the Firestone Library was a very special day.
Likewise, visits to important collections are
favorites. We have been graciously welcomed into
so many homes in Baltimore and beyond, where
our hosts shared their collecting stories and
treasured artwork with our group. And finally there
are the Winter Seminars, a crowd pleaser since
their inception. (Amy Huntoon writes about the
Seminars in an article on page 33.)
The Department of Prints, Drawings & Photographs’
curators have encouraged and influenced many
member collections in many ways. Here are two
brief examples: Past presidents Paul Roberts
and Peyton Eggleston mention the artist Richard
Diebenkorn in different ways to tell their stories.
Paul says that “I finally got over being solely
interested in the art/prints of Richard Diebenkorn
as a result of exposure to captivating information
on the art/techniques of other artists and advice

Acquisition Support
To allow the broadest participation possible, PDPS
dues have always been modest. Dues always
covered programming costs, but initially there
was little money remaining to buy works of art
for the Museum. Over time, however, members
began making contributions beyond their regular
membership dues, at first informally, and then
through higher categories of membership and
a membership renewal request to designate
additional money for acquisitions.
In the 70s, 80s, and 90s, the Society gifted funds
for 19th- and 20th-century prints. Proceeds from
the Baltimore Contemporary Print Fair also support
PDPS acquisitions. Since 1992 more than 190
objects have been added to the BMA’s collection,
thanks to the Baltimore Contemporary Print Fair
funds. Beginning around 2000 PDPS started
making yearly gifts and occasional purchases for
special occasions. Purchases are chosen and
recommended by the curators to fill gaps in
the print collection, improve the collections of
individual artists, and bring in new artists.
The Society has influenced the growth of the
Museum’s collection in other ways as well. Family,
friends, and colleagues of members and curators
have donated many works of art in their honor and
in their memory. Members have supported the
Museum by purchasing works of art as gifts or
promised gifts and have donated works of art from
their private collections, both during their lifetimes
or as bequests in their wills. Several members
have established an acquisition endowment for
the future. Member donations such as these are
not an uncommon occurrence, especially from
collectors whom curators have encouraged and
supported. (See the article on page 44)
General fundraising appeals have been used on a
few occasions when significant funds were needed
for a particular purpose. In 1989 the Society
matched a National Endowment of the Arts (NEA)

M A N Y R E A S O N S T O C E L E B R AT E
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Curator Ann Shafer (left), printmaker Peter Milton and MICA Instructor Trudi Ludwig Johnson (right) held a special PDPS event in October 2016
at the Evergreen Museum and Library during the run of Peter Milton: Etching Enigmas, an exhibition that Ann and Trudi curated.
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grant for the purchase of contemporary prints and at the Johns Hopkins University. She wrote in a 1995
drawings by American artists with a silent auction Newsletter article that Lucas inspired her to become
a collector, a museum member and supporter, and
of prints donated by members. In 1993 for our
a donor of prints “which might complement the
25th anniversary, we responded enthusiastically
Lucas holdings and add to the breadth and depth
to a request for help in acquiring a rare etched
copperplate, St. Jerome Kneeling in Prayer (1635) by of its scope.”
Rembrandt, to correspond to a lifetime impression
In 2004 PDPS solicited additional funds from
already in the Museum’s collection. Members
members to help mount the Toulouse-Lautrec:
donated generously. Again success.
Master of the Moulin Rouge exhibition.
(See the article on the Rembrandt
The Society again responded and
PDPS SCHEDULE
plate on page 46)
gave generously. And then in
Please
see
the
Back
Page
2005, PDPS requested member
The George A. Lucas Collection of
for a listing of events
contributions in honor of Jay Fisher’s
more than 15,000 prints and
planned for this season.
30th anniversary at the BMA.
drawings by 19th-century European
Jay’s friends and colleagues joined
artists—mostly French—had been on
loan to the BMA from MICA since 1933. By the 1990s members to help purchase The Billowing Trees
(1893), by Armand Sequin, and other prints to
MICA wanted to sell the collection to raise funds for
the school. In 1996, 140 PDPS members contributed celebrate his anniversary.
to a fund for the collection purchase as part of
A substantial amount of individual giving is done
a community-wide effort to save the collection.
without publicity and fanfare. New Arrivals: Gifts
The outcome, as we know, was successful. Evelyn
of Art for a New Century, a 2016 exhibition by
Cogswell, past president and current board member,
Rena Hoisington, Senior Curator of Prints, Drawings
was introduced to the Lucas collection in 1978 when
& Photographs, and her curatorial colleagues
she took a history of art course taught by Jay Fisher
presented a selection of more than 100 acquisitions
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(out of a total of 3,500) that were donated to the
BMA through the 100th Anniversary Campaign for
Art. These acquisitions were gifts, promised gifts,
bequests, and purchases made with newly donated
funds. PDPS members were well represented in
this exhibition.

The culmination of our
anniversary celebration
will occur in
October 2018
with the opening of
an exhibition curated
by Rena Hoisington
and dedicated to
PDPS acquisitions.

The culmination of our anniversary celebration
will occur in October 2018 with the opening of an
exhibition curated by Rena Hoisington and dedicated
to PDPS acquisitions. The show will highlight late
19th-century, modern and contemporary works
on paper and will rotate impressions of Old Master
prints. We are planning a celebratory event to
accompany this exhibition.
In the meantime mark your calendars for our
opening event and reception on September 27.
Rena Hoisington will lead a tour of Black, White,
& Abstract: Callahan, Siskind, White; and
Shannen Hill, Associate Curator for African Art,
will guide us through Shifting Views: People &
Politics in Contemporary African Art. Guests
interested in PDPS membership are welcome at
this event.
Last but not least is Plate 6 from the Black and Red
Series (1938), by Joan Miró—that Rena and I write
about on page 2. Please accept the challenge
to raise funds to gift this print to the Museum in
celebration of PDPS’s 50th anniversary.
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A Note of Thanks
Celebrating 50 Years
Moving to the present, this special anniversary
edition of the Newsletter marks the beginning of our
50th-anniversary celebration. The Board is planning
several events to commemorate this very special
milestone.
Building on the popularity of collector visits, we are
in discussions for visits to homes of several longtime members with diverse collections that are
certain to delight. MICA faculty will welcome us to
their new print studio with a tour and printmaking
demonstrations. The subject of the Winter Seminar
is PDPS gifts over our 50-year history. And our
annual meeting and reception will honor “our own”
Jay Fisher and feature a conversation between
Jay and Senior Curator of Painting and Sculpture
Katy Rothkopf about their favorite subject, Matisse.
Watch for more specifics about these events as
they take shape.

My research for this article involved reviewing
BMA archives, reading old Newsletters, and talking
to curators and new and long-standing Society
members. I hope I have conveyed some of our rich
history. Of course, none of our accomplishments
would have been possible without the vision
and hard work of our founders, board members,
curatorial liaisons, and curatorial assistants;
and the dedication and involvement of our
membership. PDPS and the Museum have a
lot to be proud of. Thanks to all of us!

5 DECADES

5 DECADES

1968 –1977 1978 –1987

1988 –1997 1998 –2007
2008 –2017

BY SCOTT PONEMONE
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Since PDPS operates in tandem with the Baltimore
Museum of Art, the arrivals and departures of
curators of its Department of Prints, Drawings &
Photographs will also be noted.
I’ve turned to past and current BMA print curators
to help illustrate how important the Society has
been to BMA works-on-paper accessions decade by
decade. I’ve sent each of them a 32-page illustrated
document of accessions that carry the Society’s
name in the credit line. I asked them to pick out a few
important works they helped bring to the Museum
and to write a very brief essay on each. For instance,
from the Society’s first decade three items carry a
“Baltimore Print Club” or “Print & Drawing Society
Fund” credit line. Victor Carlson, BMA curator from
1963 to 1985, has graciously provided essays on
two of them.

While much more detail on the curators can be
found in Evelyn Cogswell’s article in this issue
(See page 37), here is the current status of each
past and present curator who has contributed to
the “5 Decades.”
• Victor Carlson, retired in 2000 from the
Los Angeles County Museum of Art as
Senior Curator of Prints and Drawings.
• Susan Dackerman, Getty Scholar at the
Getty Research Institute in Los Angeles. Next
year she’ll begin her tenure as Director of the
Iris and B. Gerald Cantor Center for Visual Arts
at Stanford University.
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• Jay Fisher, Chief Curator of the BMA
• Rena Hoisington, Senior Curator of Prints,
Drawings & Photographs of the BMA
• Jan Howard, Chief Curator and Houghton
P. Metcalf Jr. Curator of Prints, Drawings,
and Photographs of the Rhode Island
School of Design
• Ann Shafer, Associate Curator of Prints,
Drawings & Photographs of the BMA.
Darsie Alexander, who was a BMA print curator
from 2000–2005, is now Executive Director of the
Katonah Museum of Art, Katonah, NY. Her busy
schedule prevented her from contributing to the
Newsletter, but in an email she sent this greeting:
“Please give my love and hugs to everyone!!”

THE PRIN T, D RAWIN G & PHOTOGRAPH SOCIETY OF THE BALTIMORE MUSEUM OF ART

s a way of celebrating what a distinguished
history the Print, Drawing & Photograph
Society has had since its founding in 1968 as
the Baltimore Print Club, this Newsletter summarizes
significant events during each decade of the Society’s
50-year history. The Newsletter, which began in
1983—a distinguished history in itself—has proved
invaluable in researching these events. Even
the pre-Newsletter years of the Society could be
discovered in detail in an October 1988 Newsletter
article by Ted Klitzke, who had been a MICA dean,
vice president, and acting president as well as the
Society’s president, 1974–76. His article was written
to commemorate the Society’s 20th anniversary.

5 DECADES: 1968–1977
12

5 DECADES
1968–1977

PRESIDENTS LIST
1968–1970 Victor Carlson
1970–1972 William Magruder
1972–1974 William Tomlinson
1974–1976 Ted Klitzke
1976–1978 Eleanor Clark

FOUNDING

FIRST PURCHASES FOR THE BMA

The Baltimore Print Club was incorporated August
15, 1968. According to Ted Klitzke’s October 1988
Newsletter article, Baltimore print dealer Ferdinand
Roten approached Curator Victor Carlson on forming
the club. While independent of the Baltimore Museum
of Art, the club intended to cooperate with the BMA
on matters related to the graphic arts. Carlson was
the first president.

The Baltimore Print Club made one gift to the
Museum in its five-year history. It was a 1970
lithograph Woman with Corset and Long Hair
by Willem de Kooning.

Klitzke wrote: “Membership reached 154 in the first
year, drawn heavily from Roten’s client list … but
also from people Carlson knew…. The inaugural
event was an exhibition of 75 prints, drawings and
watercolors, lent by 40 collectors, and shown at
The Baltimore Museum of Art.”

PRINT AND DRAWING SOCIETY
Once again turning to Ted Klitzke’s October 1988
Newsletter article: “The Print Club, originally an
independent association of persons interested in
learning about prints, but functioning under the
auspices of The Baltimore Museum of Art, moved
closer to the Museum in 1973, when, upon the
suggestion of then-director Tom Freudenheim, the
club voted for closer affiliation.” The Baltimore Print
Club voted for dissolution in October 1973, and
the Print and Drawing Society of the Baltimore
Museum of Art was created in 1974.

In 1976 the Print and Drawing Society made its
first gift: a 1975 lithograph—Aspiring to the Spiritual,
They Embrace and Watch—by Will Peterson.
The Society put its mind to assisting acquisitions in
1977. Klitzke in his October 1988, article wrote: “In
1977, it was determined that contributions beyond
the regular membership dues would be used to buy
prints for the Museum, and Jacob Kainen’s Hesperus
was purchased that year.”

CURATOR
Fresh from graduate school, Jay Fisher became
Assistant Curator in 1975. He had just received his
MFA from Williams College.

Willem de Kooning (American, born the Netherlands, 1904–1997)
Hollander's Workshop
Woman with Corset and Long Hair, 1970
Lithograph
Sheet: 950 x 760 mm. (37 3/8 x 29 15/16 in.)
The Baltimore Museum of Art: Gift of The Baltimore Print Club, Inc.,
BMA 1971.49

5 DECADES: 1968–1977

Willem de Kooning had been approached several
times by Irwin Hollander and his partner Fred Genis
to work on a group of lithographs to be printed at
Hollander Workshop in New York City, but the artist
remained unresponsive. In 1970, after having visited
Japan earlier that year, de Kooning was now open to
their proposal. Hollander later speculated that having
seen Japanese calligraphy and sumi ink drawings,
the artist was ready to experiment with how ink and
paper could interact for him. During the remainder of
1970 and well into 1971 de Kooning worked with the
lithography printers to create a group of 38 images,
of which 24 were printed in numbered editions,
among them this print. De Kooning’s approach
to lithography was unconventional because he
deliberately provoked "accidental" effects by mixing
salt or gasoline in the ink to create speckled blobs
such as the vertical dots in the lower part of this
image which may represent either the model's spine
or the grommets of her corset. Although these
irregular coagulations of ink were usually shunned
by more conventional artists and printers, in
de Kooning’s work they add textural richness.
—Victor Carlson

© 2017 THE WILLEM DE KOONING FOUNDATION / ARTISTS RIGHTS SOCIETY (ARS), NEW YORK. PHOTO BY MITRO HOOD

Willem de Kooning, Woman with
Corset and Long Hair
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Jacob Kainen (American, 1909?2001)
Hesperus, 1974
Lithograph
Image/Sheet: 562 x 718 mm. (22 1/8 x 28 1/4 in.)
The Baltimore Museum of Art: Print & Drawing Society Fund,
BMA 1977.51
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This six-color lithograph was executed after the
artist's retirement from his position as curator of
the Division of Graphic arts at the Smithsonian
Institution's U.S. National Museum, which he held
from 1942–1970. Now he had the leisure to pursue
his work as a painter and graphic artist without
the distraction of other obligations. One result was
compositions with more complex relationships
of forms and colors, as is evident here. The white
hexagonal form in the upper right no doubt
represents the planet Hesperus, which in Greek
mythology is the personification of the planet Venus
in the evening. Multicolor lithographs are technically
demanding to print, thus in this instance Kainen
turned to the skilled craftsmen at the Landfall
Press in Chicago, who printed and published this
work. —Victor Carlson

© THE JACOB KAINEN ART TRUST. COURTESY OF THE ARTIST’S ESTATE AND
HEMPHILL FINE ARTS. PHOTO BY MITRO HOOD

Jacob Kainen, Hesperus

5 DECADES: 1978–1987

5 DECADES

PRESIDENTS LIST
1978–1982 Jay Fisher
1982–1986 Gunther Wertheimer
1986–1988 Evelyn Cogswell

1978 –1987
NEWSLETTER

BOOKS FOR PRATT LIBRARY

In his 1988 Newsletter article, Ted Klitzke said: “The
desirability of a newsletter was broached soon after
formation of the [Baltimore Print] club in 1968, and
it was discussed each year after that.” Yet the first
issue didn’t appear until March 1983. The six-page
photocopied “Vol. I, No. I” was edited by Rachel Allen
and designed by Mossman Art Studio. Klitzke wrote
that the Newsletter “joined the computer age in 1988
under the guidance of Duncan and Donna Catling.”
The Catlings' first issue ran 12 pages.

In her “Letter from the President” in the March 1986
Newsletter, Evelyn Cogswell said the Board “decided
that the Society would establish a program to
develop a basic reference library for prints and
drawings for the use by Print and Drawing Society
members and the general public…. The Board
decided that the best way to proceed with this
project was to make regular donations to the Fine Art
Department of main [Enoch] Pratt [Free] Library.”
She added that to raise money for the project there
would be a raffle for a drawing by British printmaker
Muirhead Bone.

BMA CURATORS
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Victor Carlson departed in 1985 to become Senior
Curator of Prints and Drawings at the Los Angeles
County Museum of Art. In the March 1985
Newsletter he wrote about his BMA tenure: “I am
happiest about the Matisse drawing show of early
1971. It was the first one ever held that presented
the drawings by themselves. The Matisse family
cooperated most generously in this effort, and
we were able to exhibit for the first time many of
the artist’s finest drawings.”
In the same issue, Jay Fisher wrote: Janice Howard,
“an intern at the Philadelphia Museum of Art’s print,
drawing and photography department will join the
staff on Dec. 1, 1985, as assistant curator.”

IN MEMORIAM
The October 1986 Newsletter reported on the death
of Adelyn Dohme Breeskin, who passed away while
vacationing in northern Italy. “She was the founding
curator of the print department and director of
the Baltimore Museum of Art from 1947 to 1962….
Mrs. Breeskin was keenly aware of the activities
of the Print and Drawing Society and often made a
special call to offer congratulations or comments
on a recent Newsletter…. In fond remembrance
of Adelyn Dohme Breeskin, a friend and colleague
whose stimulating insights and professional
guidance were offered freely and honestly to
several generations of artists and colleagues,
the fall Newsletter is dedicated to her memory.”
—an unsigned article

PHOTO BY MITRO HOOD

Théo van Rysselberghe (Belgian, 1862–1926)
The Café-Concert, 1896
Etching printed in brown
Sheet: 345 x 492 mm. (13 9/16 x 19 3/8 in.)
Plate: 250 x 302 mm. (9 13/16 x 11 7/8 in.)
The Baltimore Museum of Art: Purchased as the gift of the Print & Drawing Society,
BMA 1984.73
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The etching is one of van Rysselbergh's most vivid
graphic works, both in its composition and the
artist's assured command of this graphic technique.
It was a welcome addition to The Baltimore Museum
of Art's collection of 19th-century prints, where
it joined a fine group of Toulouse-Lautrec color
lithograph posters, several of which were made as
advertisements for performers such as the dancer
seen here. —Victor Carlson

Otto Dix, Illusion Act
This print is the second in a series of ten intaglios
that Dix made for his portfolio ZIRKUS (CIRCUS) that
the artist self-published in 1922. The work shows
a stage performance where the main performer,
a heavily made up woman with thick wavy hair,
is dancing in a bizarre costume with menacing
tentacles protruding from her chest cavity, all
outlined against a dark backdrop. Behind her, in
the upper right corner, is another figure (perhaps
a man) with his/her head covered by a skull-like
mask and the rest of his/her body depicted as a
skeleton. A man in the lower right is gesticulating
as he conducts this weird ensemble.
Dix's portfolio was created four years after the artist
was discharged from the German army at the end

Otto Dix (German, 1891–1969)
Illusion Act, 1922
From the portfolio "Circus (Zirkus)"
Etching, drypoint, and aquatint with roulette and printed tone
Sheet: 483 x 420 mm. (19 x 16 9/16 in.)
Image: 298 x 255 mm. (11 3/4 x 10 1/16 in.)
The Baltimore Museum of Art: Print & Drawing Society Fund, BMA 1982.180

of World War I in 1918. By 1922 he had developed
a close friendship with the artist George Grosz,
whose art created a critical, frequently sarcastic,
view of contemporary German society, a point of
view echoed in this richly inventive intaglio print.
—Victor Carlson
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A café concert was a popular nighttime entertainment
where patrons could consume refreshments while
they watched a performer, usually a singer or dancer,
as here. Works of art by Edouard Manet, Edgar Degas
and Henri de Toulouse-Lautrec, among others, have
provided us with a vivid picture of the interaction
between audience and entertainer at these events.
Van Rysselberghe no doubt came to know the work
of these artists during his visits to Paris when he
attended the various salons where he could have
seen their paintings and drawings of these subjects
as well as those by other artists. Van Rysselberghe
was clearly fascinated by the contrast between the
audience in the dimly lit auditorium and the activity
on stage—here a performance by the dancer Lizzie
Aubrey, so identified by the artist's inscription on
several other impressions of this etching.

5 DECADES: 1978–1987

Théo van Rysselberghe,
The Café-Concert

5 DECADES: 1988–1997

5 DECADES
1988 –1997
25TH ANNIVERSARY

LUCAS COLLECTION

To commemorate its 25th anniversary, the Print and
Drawing Society raised funds to purchase the copper
plate that Rembrandt van Rijn (Dutch, 1606–1669)
made for his etching St. Jerome Kneeling in Prayer.
Jay Fisher gave a first-person account of its
acquisition in the September 1993 Newsletter.
(See the article on page 46)

The headline for the April 1998 Newsletter, read: “The
Print and Drawing Society Raises $100,000 for the
Purchase of the George A. Lucas Collection.” The
Museum purchased the collection from the Maryland
Institute College of Art in 1996. An unsigned article
said: “We are very pleased to report that 140
members of the Print and Drawing Society have
contributed more than $100,000 toward the
purchase of the George A. Lucas Collection. Starting
with a target of $50,000, our members responded
so enthusiastically that we were able to double our
initial goal.”

PRINT FAIR

16

PRESIDENTS LIST
1988–1990 Evelyn Cogswell
1990–1992 Norman Rocklin
1992–1994 Janet Dunn
1994–1996 Alfred Kronthal
1996–1998 Paul Roberts

Curator Jan Howard worked with the Print and
Drawing Society and the Women’s Committee, whose
members ran the recently closed Sales and Rental
Gallery, to create the first Baltimore Contemporary
Print Fair in 1990. In the Spring 2000 Newsletter
Jan Howard said the impetus for the fair was “the
need to meet a National Endowment for the Arts
matching grant for the purchase of contemporary
prints.” And in the September 1990 Newsletter
she said: “While we raised nearly $2,000 toward
matching the Museum’s NEA Purchase Grant, the
fair was an even greater success as an educational
event and stimulus for collecting.”

BMA CURATOR
Susan Dackerman joined the Prints, Drawings &
Photographs Department in 1995 as Assistant Curator.

IN MEMORIAM
Duncan Catling, who with his wife Donna helped
print the Newsletter on computer and had been
a Board member and secretary, died. He was
a collector of Japanese prints. This notice was
published in the April 1991 Newsletter.
Margaret Klitzke, wife of Ted Klitzke, died in 1990.
With her husband she “built a remarkable collection
of Käthe Kollwitz.” This unsigned memoriam also
appeared in the April 1991 Newsletter.

5 DECADES: 1988–1997

Pat Steir’s The Burial Mound Series is one of the few
works that I purchased both for the BMA and the
Rhode Island School of Design Museum. For me, it
gets at the heart of Steir’s work. Each of the seven
small prints in the boxed portfolio focuses on
an aspect of how configurations of marks create
symbols, images, language, poetry, thought, and/or
emotion and ultimately meaning. They are intaglio
prints, and for the most part the lines are carved
directly into the copper plate. Printed on thick
handmade sheets, they have a heft and substance
that emphasize their objectness. You feel the force
of her digging into the plate and the pressure of
the printing in a way that connects to the earliest
human urges to communicate. That the set is in
remembrance of a close friend who died during
its production adds another layer to the work.
—Jan Howard

© PAT STEIR. PHOTO BY MITRO HOOD

Pat Steir, The Burial Mound Series

Pat Steir (American, born 1938)
Being, 1976
from the portfolio "The Burial Mound Series"
Engraving with drypoint
Sheet: 265 x 270 mm. (10 7/16 x 10 5/8 in.)
Plate: 250 x 250 mm. (9 13/16 x 9 13/16 in.)
The Baltimore Museum of Art: National Endowment for the Arts, and matching
funds from the Print & Drawing Society, the Women's Committee, and
Edith Ferry Hooper, Baltimore, BMA 1989.71.5

Rosemarie Trockel, What it is like to
be what you are not
The Rosemarie Trockel portfolio, What it is like to
be what you are not, was purchased at the fifth
Baltimore Contemporary Print Fair from Helga Maria
Klosterfelde Editions, Hamburg. I was excited that
the fair was attracting the attention of a strictly
European publisher. (Other European publishers,
such as Editions Schellman of Munich, Galerie Lelong
of Paris, Marlborough of London, all had galleries in
New York.) I still love this Trockel project in which
she appropriated illustrations from a scientific study
on how drugs affect a spider’s ability to weave a web
in order to call into question scientific and medical
practices, while alluding to abstract and serial art.
The reference to weaving also connects to her use of
processes and materials more typically associated
with women’s work, most notably her knitted
paintings. —Jan Howard
Rosemarie Trockel (German, born 1952)
What is it like to be what you are not No. 1, 1993
From the portfolio "What is it like to be what you are not"
Photogravure
Sheet: 573 x 446 mm. (22 9/16 x 17 9/16 in.)
Plate: 379 x 275 mm. (14 15/16 x 10 13/16 in.)
The Baltimore Museum of Art: Print & Drawing Society Fund, with proceeds derived
from the 1994 Contemporary Print Fair, BMA 1994.85.1
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5 DECADES: 1988–1997

Louis Jean Desprez, The Capture and
Burning of Selinus by Hannibal and
Giovanni David, The Gondolier
As with the other artists who began using aquatint
in the second half of the 18th century, Louis Jean
Desprez was probably taken with the medium’s
ability to replicate his drawings. The artist’s most
ambitious print, The Capture and Burning of Selinus
by Hannibal, depicts the sack of Selinus (presentday Selinunte), a Greek city on the southwest
coast of Sicily, by the Carthaginians in 409 BC.
In re-creating this catastrophic event, Desprez’s
expansive imagination was likely stimulated by the
magnitude of the destruction, which necessitated
rendering damaged buildings as well as orchestrating
countless tiny figures.

PHOTO BY MITRO HOOD

18

Louis Jean Desprez (French, 1743–1804)
The Capture and Burning of Selinus by Hannibal, c. 1779–1784
Etching and aquatint printed in black and brown
Sheet: 538 x 760 mm. (21 3/16 x 29 15/16 in.)
Image: 447 x 720 mm. (17 5/8 x 28 3/8 in.)
The Baltimore Museum of Art: Purchased as the gift of
the Print & Drawing Society in Celebration of its 25th Anniversary,
BMA 1993.214

Desprez amplified the terror of the attack by taking
advantage of aquatint’s capacity to render dramatic
contrasts. The menacing forms of the ships in the
harbor; the flickering reflections off the bows of the
ships and in the ripples of water; the expanse of
the smoke-filled night sky emblazoned with fire,
set against the masses of the buildings: All were
achieved by going back in with brush and stoppingout varnish—which he could apply broadly,
confidently, and freely given the sheer size of the
plate—and by corroding the plate multiple times.
Although Desprez may have seen examples of
aquatint in his native Paris, he probably learned
this printmaking technique during his stay in Italy,
where there was a handful of artists using the
medium. It is particularly tempting to think that
Desprez may have been familiar with Giovanni

Bringing together The Capture and Burning of Selinus
by Hannibal and The Gondolier in the study room
enables us to discuss the experimental and
innovative uses of aquatint within the early history
of the medium, a perfect lead-in to Francisco de
Goya’s Los Caprichos of 1799. —Rena Hoisington

5 DECADES: 1988–1997

David’s series Divers portraits, published in 1775
in Venice. These twelve etching and aquatints,
including The Gondolier, were owned by the abbé de
Saint-Non, a French collector, amateur etcher (who
made aquatints himself), and patron of Desprez.

Giovanni David (Italian, 1743–1790)
The Gondolier, 1775
From the series "Divers Portraits"
Etching and aquatint
Sheet: 301 x 205 mm. (11 7/8 x 8 1/16 in.)
Plate: 239 x 165 mm. (9 7/16 x 6 1/2 in.)
The Baltimore Museum of Art: Purchased as the gift of the Print, Drawing & Photograph
Society and with funds contributed to Celebrate the Birthday of Joan Sills,
BMA 2013.359
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© THE FELIX GONZALEZ-TORRES FOUNDATION. COURTESY OF
ANDREA ROSEN GALLERY, NEW YORK. PHOTO BY MITRO HOOD

I first saw Felix Gonzalez’s portfolio, Untitled (Sand),
at the 1995 Print Fair, but it took me a couple of
years to fully appreciate it and actually acquire it.
It just kept haunting me. Like the beautiful beaded
curtain in the BMA’s collection, his work is typically
minimal in form and made from simple materials
from everyday life which he transforms into quiet,
poetic, and potent objects. The photographs for this
portfolio of footprints in the sand were taken in
Miami Beach, where he was living at the time, and
reproduced as soft, ghostly photogravures. In many
ways they are cliché images—they are so familiar.
But as a record of his personal experience at
a specific time and place and as a reflection of
experiences many of us have had, they have
poignancy. These fleeting traces of someone’s
existence remind us of our mortality. GonzalezTorres died of AIDS-related causes in Miami in 1996.
—Jan Howard

Felix Gonzalez-Torres
"Untitled" (Sand), 1993/1994
Portfolio of photogravures on Somerset Satin paper in silk covered archival box
Eight parts: 12 1/2 x 15 1/2 in. each
Edition 2 of 12, 6 APs
Published by Edition Julie Sylvester, New York
The Baltimore Museum of Art: Print & Drawing Society Fund, with proceeds
derived from the 1997 Contemporary Print Fair, BMA 1997.111.2.

© LAURIE SIMMONS, COURTESY OF THE ARTIST AND SALON 94,
NEW YORK. PHOTO BY MITRO HOOD
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Felix Gonzalez-Torres, Untitled (Sand)

Laurie Simmons, Calumny (Detail Truth)
20

The series of three photographs from Laurie
Simmons’ Calumny were purchased following the
BMA’s major solo survey of the artist’s work. It might
seem an unusual purchase in terms of Simmons’
work, but it complements the representation of
her better-known photographs of dolls cast in
psychological dramas. Part of a larger “Water Ballet”
series, the work flaunts the physical, acrobatic
pleasures of play and the sensuality of the water,
yet it also alludes to the perils of the water’s
lure and complicated relationships between the
swimmers. In addition, the way the cold, blue water
distorts the bodies counters traditional idealized
depictions of the nude. —Jan Howard

Laurie Simmons (American, born 1949)
Calumny (Detail Truth), 1981
from the series, "Water Ballet"
Silver dye bleach print (Cibachrome)
Sheet: 330 x 494 mm. (13 x 19 7/16 in.)
The Baltimore Museum of Art: Purchased in Honor of Arnold L. Lehman,
Director, 1979–1997, by the Friends of Modern Art, Friends of
Photography, and the Print & Drawing Society,
BMA 1997.129.2

© KARA WALKER

I chose to call out Kara Walker’s Keys to the Coop
as it now feels like a transitional purchase between
my years at the BMA and the RISD Museum. For
me, Walker is one of the most important voices in
contemporary art; so I have acquired many works by
her for RISD, especially as she is one of the college’s
most illustrious alumni. This early work is a powerful
representation of her racially charged silhouettes
set in the pre-Civil War American South. Her depiction
of a young caricatured black girl with keys in one
hand and a chicken’s head aimed toward her mouth
in the other brings to mind the atrocious treatment
of slaves especially in regard to nutrition and the
means it took to survive. I have always admired
Walker’s stark use of black and white to create
narratives that are anything but clear-cut in their
interpretation. —Jan Howard

5 DECADES: 1988–1997

Kara Walker, Keys to the Coop

Kara Walker (American, born 1969)
Keys to the Coop, 1997
Linoleum cut
Sheet: 1169 x 1537 mm. (46 x 60 1/2 in.)
The Baltimore Museum of Art: Print & Drawing Society Fund, with proceeds
derived from the 1998 Contemporary Print Fair, BMA 1997.154

Raffaello Schiaminossi (Attrib.),
Don Antonio Manuele de Funta

Attributed to Raffaello Schiaminossi (Italian, 1572–1622)
Don Antonio Manuele de Funta, Ambassador of the King of the Kongo to the Pope, 1608
Etching and engraving
Sheet (trimmed within platemark): 275 x 197 mm. (10 13/16 x 7 3/4 in.)
The Baltimore Museum of Art: Purchased as the gift of Lorraine and Mark Schapiro,
Baltimore; and Print & Drawing Society Fund, BMA
1997.155
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For me, collecting works of art by African-American
artists, as well as those that depict black figures,
was an important mission of the Baltimore Museum
of Art. Finding such objects from before the 20th
century is a difficult undertaking, so when this
engraving that celebrates the accomplishments of a
black African appeared at the IFPDA Print Fair in New
York, we snapped it up for the collection. The print
commemorates the ill-fated diplomatic mission to
the Vatican of Don Antonio Manuele, cousin of the
king of the Kongo, who sought to establish a Catholic
diocese in his kingdom. The creation of a diocese
would have provided the Kongo people with a bishop
and representation in Rome. Antonio Manuele,
however, was detained in Lisbon by the Portuguese
for three years before reaching Rome, where he died
two days after his arrival. The two scenes at the
bottom of this print show Pope Paul V administering
last rights to Antonio Manuele, and the procession to
Santa Maria Maggiore, where he was buried. In my
20 years of acquiring prints for museums, this is the
most significant Renaissance depiction of a black
African that I have seen. —Susan Dackerman

5 DECADES: 1988–1997

ENHANCING THE

THE LUCAS COLLECTION
BY JAY FISHER

fter the BMA acquired the George A. Lucas
Collection in 1996 with significant help by Print
and Drawing Society members, BMA curators
undertook careful study of the Lucas holdings in
comparison with the Museum’s collection. Comparative
study of the Lucas holdings testifies to a collection
with countless inter connections between artists,
ordered with encyclopedic completeness.

A

Félix Bracquemond (French, 1833–1914)
Edmond de Goncourt, 1879–1882
Etching
Sheet: 651 x 472 mm. (25 5/8 x 18 9/16 in.)
Plate: 463 x 321 mm. (18 1/4 x 12 5/8 in.)
The Baltimore Museum of Art: Purchased as the gift of the
Print & Drawing Society
BMA 1983.76

Félix Bracquemond, Portrait of
Edmond de Goncourt
Félix Bracquemond and his intellectual friends, the
brothers Goncourt, Edmond and Jules, were at the
center of an artistic circle that greatly favored the
use of etching by artists of the 1850s–60s. The
Lucas Collection provides a text book survey of all of
these artists, many of whom Lucas had represented
in depth in his collection. He knew these artists
and most often purchased prints directly from
them, facilitated by his vast knowledge of art, the
commerce of collecting, and his relationships with
collectors, publishers, and dealers. Lucas also
patronized the auction markets and seemingly
knew everybody, as we learned from his published
journals and the correspondence he left behind in

PHOTO BY MITRO HOOD
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The focus on the Lucas Collection enticed a number
of important donors from PDS to help advance our
new goals for the whole of the 19th-century print
collection, Lucas and BMA. This was also a good
time for collecting 19th-century French prints with
numerous fine dealers in Paris, New York, and
London, and a great IFPDA Print Fair in New York.

PHOTO BY MITRO HOOD

As expected, we confirmed that there were inevitable
gaps in our holdings of 19th-century French graphics.
Both collections presented different strengths and
weaknesses. While celebrating the union of the two
collections, we could appreciate their art historical
distinctiveness.

Félix Bracquemond (French, 1833–1914)
Edmond de Goncourt, 1879–1882
Etching with roulette on chine collé
Sheet: 607 x 435 mm. (23 7/8 x 17 1/8 in.)
Image: 458 x 319 mm. (18 1/16 x 12 9/16 in.)
The Baltimore Museum of Art: Purchased as the gift
of Mrs. Fenwick Keyser, Reisterstown, Maryland,
BMA 1997.19

I knew from my studies that one of the most
famous prints of the so-called revival of etching
was the great etched portrait of Edmond de
Goncourt by Bracquemond. Not only is the print
rich in its artistic influence, but Bracquemond
provided a brilliant example of what was possible
to achieve with the etching techniques of the day.
Surely the artist’s most famous artistic triumph was
the magnificent portrait of the Goncourt brother
Edmond, but alas it was absent from what was
otherwise a significant collection of the artist’s
work. We could not locate the prime example of the
artist’s work in the Lucas inventories. Could Lucas
have passed it by? Not likely! Though he never
attended a meeting, Lucas was a member of the
Grolier Club in New York, as was Henry Walters, and
it turned out that Lucas had given his impression
of the Bracquemond print to the Grolier Club in
New York, in honor of Walters.

Prosper Marilhat, Study for
“Beneath the Archway”

5 DECADES: 1988–1997

the Lucas archives. As his collection demonstrates
today—with the last phases of cataloging nearing
completion at the BMA—Lucas’ purchases
and accompanying documentation remained
essentially intact from Paris to their arrival in
Baltimore. What a miracle of direct provenance
we have been fortunate to inherit.

Marilhat was a principal figure in the Orientalist
movement. Following his debut at the Salon, he
primarily painted portraits but soon joined a
scientific exhibition as a draftsman. He continued
to support himself painting portraits while living a
nomadic lifestyle, eventually settling in Cairo. He
signed his letters The Egyptian Marilhat. In 1998,
with the support of PDS, the Museum was able to
acquire this watercolor painted by Marilhat c. 1831.
It is a preparatory work for a small oil painting from
the Lucas Collection. It was remarkable to be able
to bring these works together. The monumental
Corinthian columns on either side of the archway
demonstrate the artist’s early interest in
architecture. The composition has long shadows
and strong contrasting light.
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Prosper Marilhat (French, 1811–1847)
Study for "Beneath the Archway", c. 1831
Watercolor over graphite with scraping
Sheet: 172 x 120 mm. (6 3/4 x 4 3/4 in.)
The Baltimore Museum of Art: Purchased as the gift of the Print & Drawing
Society, in Celebration of the Acquisition of the George A. Lucas Collection,
BMA 1998.144
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Thanks to the support of PDS, we were able to
acquire an early state in 1983. Later, in 1997, we
acquired the finished state of the Bracquemond
portrait, so the picture is now complete.

5 DECADES: 1988–1997

Théodore Chassériau,
Venus Anadomène
Lucas had a strong interest in the prints of Théodore
Chassériau, assembling a comprehensive collection
of his relatively rare works. Chassériau was recognized
as one of the great draftsmen of his time, the finest
student of the classicist painter and draftsman,
Ingres, and a powerful follower of the Romantic artist
Eugene Delacroix. Though Chassériau lived a short
life, his brilliant hybrid style was greatly influential
for the next generation of French artists.

PHOTO BY MITRO HOOD
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Théodore Chassériau (French, 1819–1856)
Venus Anadyomène, c. 1841–1842
Plate 369 from the series "Souvenirs d'Artistes"
Crayon lithograph
Sheet: 825 x 565 mm. (32 1/2 x 22 1/4 in.)
The Baltimore Museum of Art: Print & Drawing
Society Fund, BMA 1979.200

Though Lucas collected comprehensively, in the
case of Chassériau he favored the more dramatic
theatrical style, best represented by his great
etched illustrations for Shakespeare’s Othello,
the subject of an exhibition at the BMA in 1979.
With funding support from PDS, we were able to
add to the Museum’s collection with the acquisition
of the artist’s very first lithograph, the best possible
example of his classicist style. Here Chassériau
reproduces one of his best known paintings,
exhibited in the Salon of 1839. The lithograph
captures the brilliance of the painting, a
masterpiece of luminosity and eloquent subtlety.

1998 –2007

For 12 years the Baltimore Contemporary Print Fair
was an annual event. The 13th fair changed that.
It would now be a biennial event. Furthermore, its
name changed to the Baltimore Fair for Contemporary
Prints & New Editions. In the Fall 2002 Newsletter,
BMA Director Doreen Bolger said, “The new biennial
format of the print fair will allow us to bring even
more energy to this wonderful event, introducing
Baltimore audiences to new themes, artists and
techniques each time.”

WINTER SEMINARS
The popular annual Winter Seminars officially began
in January and February 2000, with three sessions
on illustrated books. However, in the Spring 2000
Newsletter Scott Ponemone wrote: “To further
strengthen the resolve of would-be collectors, Jan
[Howard] set up a seminar about two weeks before
the [print] fair [in 1990]. It addressed questions
beginning collectors have. The next year the seminar
was geared toward veteran collectors, the following
year toward beginners.”

Design. PDS President Jane Wilgis in her “President’s
Letter” (Spring 2000 Newsletter) wrote: “For many of
us Jan’s pre-eminent achievement has been the
creation of the Baltimore Contemporary Print Fair….
The Print Fair will be Jan’s lasting legacy to the BMA
and the Print & Drawing Society…. On behalf of the
PDS Board and members of the Society, I extend our
heartfelt gratitude for her curatorial leadership and
her generosity in sharing her time and expertise.”
Susan Dackerman in 2004 departed and become
a Curator of Prints at the Fogg Art Museum in
Cambridge, MA. In the Fall 2004 Newsletter, John
Dorsey wrote: “My time spent with Susan has been
one of the most rewarding professional relationships
I’ve ever had—in part because she is so generous
with her time and her knowledge, and responds so
enthusiastically to other people’s ideas.”
In 2006 Rena Hoisington was hired as Associate
Curator of Prints, Drawings & Photographs. And
Ann Shafer, formerly Curatorial Assistant for the
department, became Assistant Curator of Prints,
Drawings & Photographs.

IN MEMORIAM
BMA CURATORS
Jay Fisher in 1999 was promoted to Deputy Director
for Curatorial Affairs. Susan Dackerman became
the Curator of the Department of Prints, Drawings
& Photographs.
Darsie Alexander in 2000 joined the department as
Associate Curator. In 2005 she switched departments
to become Senior Curator for Contemporary Art.
Jan Howard in 2000 left the BMA to become Curator
of Prints and Drawings at the Rhode Island School of

Founding PDS member John Blair Mitchell, professor
emeritus at Towson University, passed away in
1999. “John remained an active member of the PDS
board for its entire history, and his participation in our
organization greatly enhanced the quality of our
programs.” —unsigned article in Fall 1999
Newsletter
Artist and long-time PDS member Rita Genecin died
in 2000. She and her husband Abe, who died in 1998,
were collectors of color lithographs by such artists
as Bonnard, Vuillard and Lautrec. The couple
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PRINT FAIR

5 DECADES: 1998–2007

5 DECADES

PRESIDENTS LIST
1998–2000 Jane Wilgis
2000–2002 Nancy Patz
2002–2004 Peyton Eggleston
2004–2006 Rosalind Kronthal
2006–2008 Joan Spence

5 DECADES: 1998–2007

“donated major works by such artists as Bearden,
Frankenthaler, Johns, Lautrec and Vuillard to
the BMA.” —unsigned article in the Fall 2000
Newsletter.

commitment to education, PDPS intends to sponsor
an annual printmaking workshop for children and
their families.”

The Spring 2004 Newsletter noted the passing
of William Magruder, founding member and second
president of the Print & Drawing Society, and
Barbara Keyser, longtime PDS member, former
president of the Women’s Committee and head
of the Sales and Rental Gallery.

PRINT, DRAWING & PHOTOGRAPH SOCIETY
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The Fall 2007 Newsletter noted the death of Ethel
B. Novey. In her “President’s Letter” Joan Spence
wrote: “In her honor and in memory of her long

The Print and Drawing Society and the Friends of
Photography united in 2005 to form the Print,
Drawing & Photograph Society. In the Spring 2013
Newsletter, Nancy Patz wrote that Tom Beck, Chief
Curator of the University of Maryland, Baltimore
County Library and Gallery, “was instrumental in
working with Curator Darsie Alexander to help the
group merge with the Print & Drawing Society”.

Sybil Andrews (English, 1898–1993)
Racing, 1934
Color linoleum cut
Sheet: 295 x 382 mm. (11 5/8 x 15 1/16 in.)
Image: 260 x 345 mm. (10 1/4 x 13 9/16 in.)
The Baltimore Museum of Art: Purchased as the gift of
the Print & Drawing Society, BMA 2001.339

Sybil Andrews, Racing
One of the highlights of the year in Baltimore is of
course the Preakness Stakes at Pimlico Race Course.
So it was with a sense of great significance that we
acquired Sybil Andrews’s Racing. Andrews worked in
London from the 1920s through 1940s, making
colorful linoleum cuts that show great movement.
While the BMA had work by other artists working at

the time in a similar style, we didn’t have anything
by her in the collection. Often when you find such
early 20th-century prints for sale the colors are
faded, but here the colors are vivid and intense.
Because it depicts a horse race with abstracted,
stylized horses turning the bend on a track, it
seemed an ideal subject for a museum in a city
that hosts one of the races of the Triple Crown.
—Susan Dackerman

PHOTO BY MITRO HOOD

Suzanne Valadon (French, 1867–1938)
Kitty on the Sofa with Adele Preparing the Tub, 1905
Color softground etching with drypoint
Sheet: 272 x 300 mm. (10 11/16 x 11 13/16 in.)
Plate: 233 x 267 mm. (9 3/16 x 10 1/2 in.)
The Baltimore Museum of Art: Purchased as the gift of
the Print, Drawing & Photograph Society, BMA 2003.206
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Raven on Lebanese Border, created by Jim Dine on
a kibbutz near the Israeli border with Lebanon, is a
masterful combination of two types of printmaking.
Dine created the bird using softground etching, a
process in which he drew on a copper plate coated
with a soft waxy ground. In contrast, Dine made
the background with a woodcut block. The unusual,
painterly softness was achieved by splashing
solvent on the inked block, thus partially dissolving
and thinning the ink. The results vary enormously
and each of the eight impressions of this edition is
unique. Of course, the subject resonates with Charm
City’s obsession with Edgar Allen Poe. We purchased
this print ahead of the 2008 Front Room exhibition
featuring works by Dine from the collection. We
were looking to bring the Museum’s holdings up to
date and had identified another print (Side View
in Florida) as a suitable candidate. While looking at
that work at Pace Prints, Raven on Lebanese Border
immediately appealed, and it joined the first as
purchases in fall 2007. —Ann Shafer

© JIM DINE. PHOTO BY MITRO HOOD

Jim Dine, Raven on Lebanese Border

Jim Dine (American, born 1935)
Raven on Lebanese Border, 2000
Softground etching and woodcut with white hand coloring
Sheet: 781 x 864 mm. (30 3/4 x 34 in.)
Plate: 676 x 768 mm. (26 5/8 x 30 1/4 in.)
The Baltimore Museum of Art: Purchased as the gift of
the Print, Drawing & Photograph Society, BMA 2007.224
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While I was a curator at the Baltimore Museum of Art,
it was important to me to acquire works by women
artists, especially those of merit whose careers and
work are less well recognized than those of their
male contemporaries. Valadon was well acquainted
with the artists of her generation, and as a young
woman she supported herself by modeling for
such artists as Renoir and Toulouse-Lautrec, among
others. The primary subjects of her own work,
including this etching, are female nudes, a tendency
thought to be the result of the insights gained from
her years of working as a model. The appeal of
this print was compounded for me because it was
printed in color. Color etching was considered an
experimental technique at the time, one less “pure”
than etching in black ink on white paper. The warm
brown inks and bright blue of the pitcher, however,
create the ambiance of the domestic space in
which a bath is prepared for the female figure.
—Susan Dackerman

5 DECADES: 1998–2007

Suzanne Valadon, Kitty on the Sofa
with Adele Preparing the Tub

5 DECADES: 2008–2017

5 DECADES
2008 –2017
2012 PRINT FAIR
Curator Ann Shafer dropped the “& New Editions”
part of the fair’s name. Once again it became the
Baltimore Contemporary Print Fair. In the Spring 2012
Newsletter, Shafer said Trenton Doyle Hancock gave
the artist talk, designed the fair poster “using the
historic type and cuts from the Globe Press Printing
Corporation.” (The assets of Globe were purchased
by MICA in 2011.) Hancock also created a limitededition benefit print with MICA students for sale
during the fair.

STUDENT SCHOLARSHIPS
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Thanks to Trudi Ludwig Johnson, PDPS, in 2008
started student scholarships largely as a result
of student involvement in the 2008 Baltimore
Contemporary Print Fair. Full-time students chosen
by their professors at Loyola College, Towson
University, The Johns Hopkins University, UMBC, and
MICA would each be awarded a two-year membership
to PDPS and the Society would also cover their
membership to the Museum.

IN MEMORIAM
Ted Klitzke, former MICA dean, vice president and
acting president, and past PDS president, died in
2008. “Ted was interested in young people and often
housed our summer conservation interns. … Ted
(with his daughter Margie) was passionate about
the Lucas Collection and its preservation during
its ownership by MICA” —Jay Fisher (Spring 2008
Newsletter)

PRESIDENTS LIST
2008–2010 Trudi Ludwig Johnson
2010–2012 Carla Katzenberg
2012–2014 Judy Tobin
2014–2016 Susan Weiss
2016–2018 Francine Krumholz

John Dorsey, former Baltimore Sun food writer and
art critic and Newsletter author, also died in 2008.
Scott Ponemone wrote in the Fall 2008 Newsletter:
“What’s really important is the beautiful writing John
contributed to the Newsletter from the fall issue of
1999 (my first as editor) until his last article in the
spring issue of 2005. During that span of 12 issues,
13 articles were signed ‘John Dorsey.’ At least two
others were ghost-written by him.”
Jim Hill, former English professor at Towson
University, past PDPS board member and treasurer,
died in 2009. He also wrote for the Newsletter in its
early years. He and his wife Suzie collected works
by Sue Coe, Alex Katz, Connie Imboden and Grace
Hartigan. (Fall 2009 Newsletter)
Also 2009 saw the passing of Peter Starr. Tom
Beck, Chief Curator at UMBC, wrote in the Fall
2009 Newsletter: “Many knew Raymond H. ‘Pete’
Starr, Jr. as a member of PDPS, but he was also a
developmental psychologist, a working artist, and
a very caring human being. As a young professional,
he became a collector of photographs and supporter
of the arts…. He became a master of the panorama
camera.”
In 2010 Robin Coblenz, editor of the Dwight D.
Eisenhower papers for the Johns Hopkins Press,
former director of admissions for McDonogh School,
and editor of the Maryland Historical Magazine,
died. “Imagine that the editor of Ike’s papers would
volunteer her extraordinary expertise to our earnest
Newsletter. And for Robin, it was not just a trifling
affair. She brought the same high standards, skills,
and dedication to this assignment as she did to
her professional work.” —Jay Fisher (Spring 2010
Newsletter)

Cheryl Goldsleger has made architecture the subject
of her work for more than four decades. Her graphite
drawing Rise is loosely inspired by a 1926 design
for the Honolulu YWCA Recreation Center by the
American architect Julia Morgan (1872–1957);
it belongs to a series of works in which Goldsleger
pays homage to underappreciated women
architects. Out of Goldsleger’s encounter with
Morgan’s original plan emerged the underlying
structure for the drawing. Goldsleger conceived her
composition as a system of walls and floors, rooms

Cheryl Goldsleger (American, born 1951)
Rise, 2005
Graphite
Sheet: 457 x 520 mm. (18 x 20 1/2 in.)
The Baltimore Museum of Art: Print, Drawing & Photograph Society Fund,
with proceeds derived from the 2008 Contemporary Print Fair,
BMA 2008.43

and halls, masses and voids—a sort of heuristic
blueprint that she first articulated in pencil, but
then obscured through smudged and flaking pools
of powdered graphite. The resulting image, evoking
physical decay and the traces of fading memory,
makes palpable the passage of time and the
inevitable breakdown of all structures.
—Rena Hoisington

5 DECADES: 2008–2017
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Cheryl Goldsleger, Rise

Stanley William Hayter (English, 1901–1988)
Cascade, 1959
Open bite etching; printed in black (intaglio), blue?pink?blue gradient (relief),
yellow, green, and blue, unblended (offset, relief)
Sheet: 794 x 584 mm. (31 1/4 x 23 in.)
Plate: 489 x 489 mm. (19 1/4 x 19 1/4 in.)
The Baltimore Museum of Art: Purchased as the gift of the Print, Drawing
& Photograph Society, BMA 2008.112

© CHERYL GOLDSLEGER. PHOTO BY MITRO HOOD

By the time Stanley William Hayter produced this
abstract evocation of rushing water, he was already
well known for his engraved surrealist compositions
of the 1930s and 1940s. Whether he found enticing
the freedom of creating an image by splattering
ground on a plate and letting the acid bite in a
random way, or if he was looking for a way to make
an image that was physically easier than engraving,
is unclear. Perhaps more likely is that the openness
of the biting created the ideal terrain upon which to
experiment with simultaneous color printing (also
called viscosity printing). This inking method means
three applications of color were applied to the same
plate, and it was printed in a single pass through
the press. First the image was inked in black in the
conventional manner (intaglio, into the grooves). In
this case, the ink clings to the edges of the shapes.
Next two large rollers of different softnesses are
inked up: one with a blue-pink-blue gradient, and
the other with a mottled, unblended palette of green
and yellow. By varying the amount of oil mixed with
each ink, the artist prevented the inks from mixing
together. Similar to the Jim Dine purchase, we
sought to acquire a later-career Hayter print for the
Museum’s upcoming exhibition. Cascade is a splendid
example of simultaneous color printing and is the
planned cover image for the upcoming Hayter
catalogue. Additionally, the Museum was fortunate
to receive from Désirée Hayter, widow of the artist,
the zinc plate from which this was printed.
—Ann Shafer

© 2017 ARTISTS RIGHTS SOCIETY (ARS), NEW YORK / ADAGP, PARIS
PHOTO BY MITRO HOOD

Stanley William Hayter, Cascade

PHOTO BY MITRO HOOD

In 2011, when I taught the course “Paper Museums,”
it did not surprise me that the 10 undergraduate
students unanimously voted to include William
Hogarth’s A Harlot’s Progress in our exhibition Print
by Print: Series from Dürer to Lichtenstein. Indeed,
many of the show-goers favored the six etchings
and engravings, as have subsequent visitors to the
study room. In teaching the history of printmaking,
Hogarth’s three great series—the other two being
The Rake’s Progress (1735) and Marriage à la Mode
(1745)—enable one to talk about the growth
of subscription-based print projects as well as
the artist’s role in bringing about the Engravers’
Copyright Act in England to prevent the creation and
sale of pirated copies after his compositions. But
it is the morality tale of A Harlot’s Progress that is
most compelling. We see the unraveling of a young,
naïve woman who visits London from the country
and in a short period of time descends into
prostitution, disgrace, and ultimately death.
—Rena Hoisington

William Hogarth (English, 1697–1764)
Plate 1 from "A Harlot's Progress", 1732, printed 1744
Etching and engraving
Sheet: 435 x 562 mm. (17 1/8 x 22 1/8 in.)
Plate: 321 x 394 mm. (12 5/8 x 15 1/2 in.)
Image: 214 x 155 mm. (8 7/16 x 6 1/8 in.)
The Baltimore Museum of Art: Purchased as the gift of the Print, Drawing
& Photograph Society; and Print and Drawing Acquisition Fund,
BMA 2009.179.1

Juan Logan, Ghost
Juan Logan used 19th-century slave shackles and
neck collars to create these enigmatic images. The
objects were placed on sheets of Mylar and spray
painted to capture their contours. After being
manipulated in a computer, these images were
exposed to light-sensitive polymer plates and
printed like etchings. Like the ghosts of the many
souls who lost their lives on the passage from Africa
or while in slavery, may these ghostly images
remind us of the cost of the slave trade to America’s
many African-American families. This set was the
winner of the Contemporary Print Fair’s Artist &
Editions Award in 2010 and was included in the
Front Room exhibition On The Mark. —Ann Shafer

© JUAN LOGAN. PHOTO BY MITRO HOOD

5 DECADES: 2008–2017
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William Hogarth, A Harlot's Progress

Juan Logan (American, born 1946)
Ghost VI, 2009
From the portfolio "Ghost"
Polymer plate etching
Sheet: 508 x 508 mm. (20 x 20 in.)
Plate: 254 x 254 mm. (10 x 10 in.)
The Baltimore Museum of Art: Print, Drawing & Photograph Society Fund,
with proceeds derived from the 2010 Contemporary Print Fair,
BMA 2010.11.6

Stan Shellabarger (American, born 1968)
Untitled, 2011
Accordion-bound volume of six-color reduction woodblock print
Book: 381 x 559 mm. (15 x 22 in.)
Sheet (unfolded): 381 x 5588 mm. (15 x 220 in.)
The Baltimore Museum of Art: Print, Drawing & Photograph Society Fund,
with proceeds derived from the 2012 Contemporary Print Fair,
BMA 2012.190
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Stan Shellabarger, Untitled
Stan Shellabarger is a performance artist who
achieved a rare accomplishment: He created
a work that is the result of the performance
rather than a documentation of it (usually
photo-documentation is all that remains after
a performance). This work is the result of a
combined 24 hours of shuffling on wood blocks
wearing sandpaper-soled shoes. Prior to walking
he printed each board in red. After about four hours
of walking he printed the next color, dark blue. With
the subsequent four colors (dark green, medium
blue, light green, and light blue) he did the same
action, four hours of walking followed by a printing
session. The colors are symbolic of humanity
beginning with blood red and ending with grass
green and sky blue. This book caught my attention
at the Editions/Artists’ Books Fair in New York in
2011. Shellabarger’s dealer, Western Exhibitions,
was a Baltimore Contemporary Print Fair vendor
here the following spring, and the book continued
to resonate. In fact, it was the genesis of the
On Paper exhibition Spin, Crinkle, Pluck, which
considered indexical works from the collection.
—Ann Shafer

5 DECADES: 2008–2017

Wenceslaus Hollar (Bohemian, 1607–1677)
Murex haustellum, c. 1646
From an untitled series of shells
Etching
Sheet: 100 x 139 mm. (3 15/16 x 5 1/2 in.)
Plate: 98 x 137 mm. (3 7/8 x 5 3/8 in.)
The Baltimore Museum of Art: John Dorsey and Robert W. Armacost Bequest Funds,
and purchased as the gift of the Print, Drawing & Photograph Society,
BMA 2011.120

© STAN SHELLABARGER. PHOTO BY MITRO HOOD

Given the relative rarity of still life subjects in the
early history of printmaking, it was exciting to
acquire Wenceslaus Hollar’s Murex haustellum
from an untitled series of 38 shells etched by
the Bohemian artist in c. 1646. Unlike scientific
illustrations of the time, in which printed imagery
would be supplemented with the Latin name of
each specimen (if not other relevant scientific
information and/or a plate number), Hollar
presents all his shells in the same straightforward
fashion. By isolating the shells against plain
backgrounds, Hollar draws attention to their
intrinsic beauty, focusing on their distinctive
silhouettes and textures. Each shell is to scale,
with every bump and ridge on its exterior rendered
in minute detail; one imagines the artist
scrutinizing and marveling at the Murex
haustellum while slowly rotating it in his hand.
—Rena Hoisington

PHOTO BY MITRO HOOD

Wenceslaus Hollar, Murex haustellum

© TAUBA AUERBACH. PHOTO BY MITRO HOOD

Tauba Auerbach focuses on the nature of two- and
three-dimensionality in her painting practice by
folding and creasing canvas, unfolding and spraying
paint across the buckled surface, and reflattening it.
The works give a sense of trompe l’oeil but through
an action rather than depiction. In the case of Plate
Distortion, Auberbach knew that a copper plate would
not cooperate with a plan similar to her paintings.
Instead she crinkled a sheet of aquatinted copper
foil, which was etched, flattened, and adhered to a
thicker sheet of metal for support, resulting, when
printed, in the flat surface that appears quite
three dimensional but is not. This print came to the
attention of Ben Levy when he visited Paulson Bott
Press (now Paulson Fontaine Press) on a trip to
the Bay Area. Sometimes seeing a work in process
brings it to life in surprising ways. After waiting
patiently for its publication and its debut at our
Print Fair, we proceeded with its acquisition. It was
featured in Spin, Crinkle, Pluck, representing crinkle.
—Ann Shafer

Tauba Auerbach (American, born 1981)
Plate Distortion II, 2011
Aquatint printed in silver
Sheet: 1120 x 850 mm. (44 1/8 x 33 7/16 in.)
Plate: 863 x 623 mm. (34 x 24 1/2 in.)
The Baltimore Museum of Art: Print, Drawing & Photograph Society Fund,
with proceeds derived from the 2012 Contemporary Print Fair,
BMA 2012.198

Ambreen Butt, Daughter of the East
Ambreen Butt was born in Lahore, Pakistan, and
received her BFA in traditional Indian and Persian
miniature painting from the National College of
Arts in Lahore. She moved to Boston in 1993 and
attended Massachusetts College of Art and Design,
earning her MFA in painting in 1997. For her portfolio,
Daughter of the East, the artist writes: “The five
prints in the set Daughter of the East were created
in response to a specific 2007 incident in Islamabad,
the military siege of Lal Masjid, the Red Mosque,
which is one of the oldest mosques in Islamabad and
a conservative center of teaching for both men and
women. The clerics of the Lal Masjid have often been
in conflict with the government administration,
and in 2007 there was a series of events that left,
depending on your sources, 90 people dead and
hundreds wounded, including young, female students.”
The five prints explore and juxtapose ideas of
femininity within an Islamic society and the power of
the collective to change circumstances. This set first
came to my attention in 2012, when it was exhibited
at the BMA’s Print Fair in the booth of Carroll and

© AMBREEN BUTT. PHOTO BY MITRO HOOD

5 DECADES: 2008–2017
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Tauba Auerbach, Plate Distortion II

Ambreen Butt (American, born Pakistan, born 1969)
Untitled, 2008
Plate 1 from the portfolio "Daughter of the East"
Color etching with aquatint, spit bite aquatint, and drypoint on chine collé
Sheet: 634 x 481 mm. (24 15/16 x 18 15/16 in.)
Plate: 455 x 327 mm. (17 15/16 x 12 7/8 in.)
The Baltimore Museum of Art: Print, Drawing & Photograph Society Fund,
with proceeds derived from the 2017 Contemporary Print Fair,
BMA 2017.68.1

Sons. The portfolio has been on my wish list ever
since. We acquired it from the printer, Wingate
Studio, at the 2017 Print Fair. Sometimes patience
is rewarded. —Ann Shafer

SEMINAR SERIES

EVER
POPULAR
SEMINAR SERIES

PHOTO BY MORGAN DOWTY

BECOMES AN INSTITUTION

Last winter Jay Fisher delighted a large audience of PDPS members in a seminar on
lithography. Shown holding states of the Édouard Vuillard print The Pastry Shop are
(L to R) Rena Hoisington, Jay, Trudi Ludwig Johnson and Ann Shafer.
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rint, Drawing & Photograph Society’s seminars
always attract a crowd, a big crowd. In fact, in
the Newsletter they’re often referred to as the
“ever popular PDPS winter seminar series.” But the
origins are a bit cloudy.

P

Yet the idea of presenting educational programming
began with PDPS’s predecessor, the Baltimore Print
Club. The club’s first-year activities included a lecture
by New York Times art critic John Canaday as well
as a demonstration of printmaking by John Blair
Mitchell, art professor at Towson University and a
founding club member. While a 20th-anniversary
article detailed many activities of the Print and
Drawing Society, no formal mention is made of the
Seminar Series. Charting the historical record of
these seminars presented an intriguing challenge.
After combing through old issues of the Newsletter,
glancing at calendars in the BMA Today magazine

and skimming minutes of decades of PDPS Board
meetings in the BMA archives one summer morning,
I concluded that the seminar programs revealed
a pattern of interest in hands-on demonstrations
(often at Maryland Institute College of Art), coupled
with sessions in the Samuel H. Kress Foundation
Study Center for Prints, Drawings & Photographs with
curators. Certain topics repeat through the years,
such as illustrated books, artists’ books, Japanese
prints, the George A. Lucas Collection, and close
looking at drawings and watercolors. Attention to
collecting prints also shaped the content of these
sessions. The enthusiasm for the series has grown
through the years, as past PDPS President Susan
Weiss noted in a recent Newsletter: “This annual
series remains a PDPS favorite during which we
learn so much in such a congenial setting!”
Before the education sessions were formally called
the Seminar Series, there were departmental open
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BY AMY HUNTOON

SEMINAR SERIES

houses. The January 1979, open house in the
BMA print room gave special attention to issues of
conservation. In February 1981 Victor Carlson and
Jay Fisher helped PDS members gain insights into
problems of print connoisseurship. In March 1990
40 people attended an open house during which
Jay discussed “How to use a Reference Library to
Research a Collection” and Kimberly Schenck, BMA
Associate Conservator, spoke about handling prints
and light exposure.
The first formal mention of a Seminar Series I found
in the BMA archives was an October 1995, seminar
letter describing two sessions offered by Kim
Schenck on cliché-verre prints, featuring examples
by Corot, Daubigny and others from the Lucas
collection. Limited to 25 people per session, the
homework for the seminar was to read Kimberly’s
article published in the recent Newsletter.

PDS PRESIDENT
PEYTON EGGLESTON REPORTED:
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“Midwinter workshops
continued to be great
successes and provided
wonderful chances to see
unframed works from the
Museum’s collection in a
small group discussion led
by curators and organized
in themes that are not
available anywhere else.”
In 1997 the curator talk combined with a hands-on
demonstration. Artist Bill Thompson and master
printer Jim Stroud demonstrated the making of
monoprints at MICA. Twenty-six members came
for the day, equipped with a brown bag lunch. In

the afternoon, the artists discussed their work
with Curator Jan Howard.
The Fall 1999 Newsletter noted: “Since artists’
books are increasingly gaining prominence and
importance as a collaborative form of artistic
expression, the program committee thought it
would be instructive to explore the history and
development of artists’ books.” The Newsletter
featured an article by Lillian Burgunder on the
“Short History of Illustrated Texts” to prime
members for the three-lecture Seminar Series
on the history and development of artists’ books.
Artists’ books were also explored in a 2008
seminar and more recently in 2013.
Through the years—in 2002, 2005 and 2014—
Frances Klapthor, BMA Associate Curator of Art of
Asia, focused on Japanese woodblock prints from
the Cone Collection. In 2005, the presentation
was coupled with Kim Schenck’s presentation on
“Materials of Japanese Printmaking” and Jay
Fisher was the closer, discussing the “Influence
of Japanese Prints on French Art of 19th Century.”
In 2014, after Frances’ presentation, Curator
Rena Hoisington delved into the phenomenon of
Japonisme, showing many 19th-century European
and American prints from the Lucas Collection.
Widespread interest in the Seminar Series and the
associated problem of the waiting list were noted in
the 2003 Newsletter. Then PDS President Peyton
Eggleston reported: “Midwinter workshops continued
to be great successes and provided wonderful chances
to see unframed works from the Museum’s collection
in a small group discussion led by curators and
organized in themes that are not available anywhere
else.” He also noted, “As usual there is a waiting list,”
and he thanked “Lillian Burgunder for her diplomacy
and hard work to make sure as many people as
possible attended these special sessions.”
In 2003 the theme focused on women in the arts,
and the curatorial staff presented three study
sessions: Curator Susan Dackerman discussed
women artists from Renaissance and Baroque
periods; Curator Darsie Alexander focused on Modern
and contemporary women artists; and Jay Fisher
concluded the series with a talk on Matisse and his
maquette for Stéphane Mallarmé's book Poésies.

SEMINAR SERIES

In 2004 Trudi Ludwig Johnson, MICA professor and
former PDS president, offered a hands-on printmaking
workshop at MICA. Museum conservators Tom
Primeau and Chris Carter advised on the care,
handling and framing of prints. Jay again closed the
session with a talk on “Connoisseurship & Collecting.”
Perhaps the most ambitious year for the Seminar
Series was 2007. The Print and Drawing Society had
recently absorbed the Friends of Photography group
to become the Print, Drawing & Photograph Society.
So the series for that year, co-sponsored with
Friends of Modern and Contemporary Art, focused
on camera-based art. Tom Beck, UMBC Chief Curator
and Head of Special Collections, explained the
development of American modernist photography
from 1930 to 1960. Darsie Alexander discussed
current trends in photography and digital imaging.
Jay Fisher lectured on 19th-century French photo
and printmaking especially cliché-verre (for PDPS
members only). Meanwhile Darsie analyzed the
role of animation in contemporary art (for FoMaCA
members only).

When asked to pick a favorite topic for the seminar
series, Curator Rena Hoisington reached back to
2009 when the seminar series concentrated on
tonal and intaglio printmaking. Rena explained the
difference between tonal and linear printmaking to
seminar-goers: “Mezzotint privileges tone over line
and working from dark to light.”
In another seminar in 2009, master printmaker Carol
Wax demonstrated her skill as a mezzotint artist.
During her presentation at MICA she carefully and
methodically showed how she prepares a plate for
mezzotint by rocking the plate. She drew a spinning
top on the right side of the plate, and PDPS members
made little marks on the left by scraping and
burnishing. The artist generously gave the plate to
the BMA, as well as the print she pulled off the plate
after it was marked up by members.
During a phone call Rena reflected on the appeal and
vitality of the Seminar Series: “The thrust is education.
It is an opportunity for all of us to learn, look closely
at, think and talk about the collection. It is a learning
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Before the start of a Trudi Ludwig
Johnson led seminar last winter on
Honoré Daumier, PDPS members
had a chance to examine the work
close at hand.

SEMINAR SERIES

experience for curators to go through the collection
and notice different prints as we look for good
examples of certain techniques. The members ask
good questions, especially since there are often
printmakers and collectors in the audience. While
it takes time to prep and it involves [working on]
Saturdays, it is worth it.”
The hands-on aspects of the seminars make them
particularly appealing. In 2010, after learning about
pastels from Rena in the study room participants
visited artist Phil Koch’s studio, where they could
draw with pastels.
In 2011 first Rena and Curator Ann Shafer focused
on serial imagery in the history of photography,
using recent BMA acquisitions. Then Adjunct MICA
Professor Jonathan Trundle demonstrated how the
slit shutter camera worked, by showing his modified
film cameras.
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The concept of pairings informed the organization
of the 2012 series.Tonia Matthews, MFA director
and associate professor at Towson University,
demonstrated the contemporary use of woodcut,
followed on a later Saturday by Earle Havens,
the William Kurrelmeyer Curator of Rare Books &
Manuscripts at the Johns Hopkins University, who
showcased woodcut collection highlights of the
George Peabody Library.
An ambitious program in 2013 offered four sessions
with paired presentations on artists’ books and
viscosity printing. In the first pair Jay Fisher, during
an intimate presentation in BMA’s print study center,
delved into the holdings of Matisse books in the
BMA’s collection, including unique and rarely seen
works. Next, Earle Havens displayed rare books
and collection highlights at the Homewood Campus
libraries. He also introduced us to new techniques
of conservation in their new conservation lab.
In the second pair Ann Shafer described the work of
influential printmaker Stanley William Hayter and his
colleagues at Atelier 17. A week later at Dr. John Blair
Mitchell Printmaking Studio at Towson University,
Tonia Matthews demonstrated viscosity printing,
pioneered at Hayter’s Atelier 17.
During the Winter 2015 series, Germany was front
and center. Rena described the career and work of

German engraver Johann Georg Wille. Trudi Ludwig
Johnson analyzed the power of Käthe Kollwitz’s work
in woodcut, etching, and lithography. Both an art
historian and printmaker, Trudi offered analysis of
Kollwitz’s technical expertise and emotional content.
Rena commented that the department received
many emails after Trudi’s presentation, with
members remarking on how much they enjoyed
learning about Kollwitz.
In 2016 art historian Stan Mazaroff detailed his
research on George A. Lucas’ life and print collection,
followed by a BMA-centric presentation of Lucas
prints by Nicole Simpson, then BMA Lucas Cataloguer.
In 2017 lithography was the star. Jay Fisher pulled
wonderful examples from the collection, and Trudi
focused on the political satire of Honoré Daumier.
Trudi cherishes the opportunities she has had to lead
seminars in 2015 and 2017. Via email, she remarked:
“l’ve had the distinct privilege of culling and presenting
extraordinary, revolutionary print examples from
the BMA collection by two of my absolute favorite
printmakers: Käthe Kollwitz and Honoré Daumier.
What a splendid voyage this has been for me—both
as a printmaker and art historian—to share what
I love with such a singularly receptive, delightfully
inquisitive group of print enthusiasts. I cannot
conceive life without PDPS these past 14 years!”
The biggest change in recent years with the Seminar
Series is the change in venue. Rena said, “Since we
moved it to Hess Board Room, more people can come
which generates good will and enthusiasm.” For
many years the number of participants was capped
at 20 people a session. Now 60 people can attend
the sessions, and members no longer have to squeeze
into the tiny department elevator to access the print
study room.
Coming full circle, the 2018 Seminar Series, in honor
of PDPS’ 50th anniversary, will focus on a selection of
works that the Society helped the Museum acquire.
This highlights the Society’s fundraising activities
for the benefit of the PDP Department’s acquisition
program, a focus encouraged in the 1980s by
Museum Director Arnold Lehman. And as we celebrate
the PDPS contribution to the Museum’s collection,
the curators will educate us on the techniques and
historical context of these lovingly selected prints.
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SEVEN CURATORS: OUR FRIENDS
AND MENTORS FOR 50 YEARS

Society members have had the good fortune to have Jay Fisher as
curator, mentor and friend since he arrived at the BMA in 1975.

BY EVELYN COGSWELL

DPS is 50! How did it begin? What has kept
it alive? The answer to both questions is
curators—and what a wonderful parade of
outstanding professionals they are! We love our
curators. We love learning from them as we examine
works on paper in the Print Department, attend their
presentations at seminars, and listen to their gallery
talks as we tour exhibitions. For many of us it has
been “a love affair to remember.”

P

Remembering begins with VICTOR CARLSON . From
1963 to 1985 Victor was Curator of the Department
of Prints and Drawings. (Photographs were not yet
included in the department.) Victor recalls conversations
with collectors of prints and drawings who expressed
their regrets about the inaccessibility of the BMA’s
collection in storage. He told me, “The solution that
came to mind was the creation of a support group for
the department such as can be found in museums
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such as Cleveland and Chicago.” He proposed this
idea to several collectors who were enthusiastic.
Victor remembered that Dr. Alvin Aisenberg and
Dr. William Magruder were willing to help get it
started and that Jay Bright gave the group his legal
expertise when he drew up articles of incorporation.
Jay’s wife Marge also became an active member. In
1968 the first iteration of our Society came about as
the Baltimore Print Club. (The Print Club ended when
members forged closer ties to the Museum, in 1974,
and the Print and Drawing Society (PDS) was formed.)
Victor remembers, “Our first activity was a lecture on
a Sunday afternoon by the New York Times art critic
John Canaday, who was sometimes a controversial
figure. Of course this gave us a certain amount of
publicity.” Victor doesn’t recall who contacted Canaday,
but he believes “it must have been a member with
connections.” He said that the initial goal of the PDS
was to expand membership, “which we did through
meetings in the BMA print room where I would talk
about a group of works from the collection, selected
according to artist, medium, or subject matter.” As
the membership grew, it occasionally met in private
collectors’ homes and occasionally took a day trip
to visit an exhibition. Members “sometimes invited
authorities to lecture on their specialty.”
Victor also noted JAY FISHER ’s arrival in 1975 and
said, “With Jay’s arrival not only were our activities
more varied, but for the first time there was enough
membership income to make it possible for the
society to consider helping with acquisitions. And
as they say, the rest is history.”
Jay arrived at the BMA to replace Curator ROBERT
FLYNN JOHNSON , who left Maryland to take a
position with the Achenbach Foundation for Graphic
Arts at the Fine Arts Museum in San Francisco. Jay
came from the Williams College graduate program
at the Clark Art Institute. Although there were
curatorial openings at Smith College and in Charleston,
Jay chose the BMA. He told me his decision was
influenced by a few specific experiences. The graduate
program had a system of visiting professors, and in
Jay’s last year he enrolled in a course taught in
the Clark’s print room by Elizabeth Mongan, who was
Professor and also Curator at Smith College. The
Clark has a “small but wonderful print room,” and

Jay worked there summers. The BMA’s famous print
collection drew him to Baltimore.
Jay recalls that one of his first talks to the PDS group
was about Félix Buhot. “The attendance was wonderful,
and the people were caring and appreciative.” He
says he “felt parented by the group.” While referring
to the importance of providing opportunities for
looking at specific works up close, Jay says that he
and Victor made a good team because they each
had passion for a different area. For example, Jay is
especially knowledgeable about 19th-century prints,
and Victor is a scholar of drawings.
Another team approach the two curators enjoyed
was designing the works-on-paper exhibitions.
During the 70s there was a special work space for
prints under the stairs where Margaret Klitzke was
doing an inventory and cataloguing of the George
A. Lucas Collection. Victor and Jay took advantage
of the space and “organized one exhibition after
another.” They designed the shows and wrote the
labels. As Jay remembers, “It was fun, and I learned
a lot.” They believed in the importance of showing
the works and in providing the intimate and up-close
sharing that is possible with prints and drawings.
Over the years Society members have been
continually enthusiastic regarding Jay’s
presentations. Jay says he learned a lot about
teaching and about preparation for presentations
when he took over Ted Klitzke’s history of prints
course at the Maryland Institute College of Art.
After that he taught several courses at MICA and
also at The Johns Hopkins University.
Jay and Victor organized many important exhibitions
and wrote scholarly essays and entries for the
accompanying museum catalogues. In 1979 Jay
organized the exhibition and accompanying catalogue
for Théodore Chassériau: Illustrations for Othello. In
1981 Jay edited and wrote the Introduction to the
Dover Edition of Maxime Lalanne, The Technique of
Etching, A Reprint of the Classic Work, “A Treatise
on Etching.” In 1983 Jay collaborated with Colles
Baxter to produce an exhibition and catalogue for
Félix Buhot: Peintre-Graveur, Prints, Drawings, and
Paintings. In 1985 he organized the exhibition and
catalogue, The Prints of Edouard Manet. In 2005

Jay became Associate Curator and then Curator and
Department Head. He is now the Museum’s Chief
Curator responsible for managing other curators.
When asked about the future, he said he would like
to see the funding of more staff to increase access
to the collection. He has been especially gratified
by the number of grants, donations, and on-going
funding that he has seen during the years. Funds
from the John Dorsey and Robert W. Armacost
Acquisitions Endowment (See the article on page
44) and gifts from organizations like the Women’s
Committee make it possible to purchase items for
the improvement of the modern and contemporary
prints collection. PDPS has made significant financial
contributions and was a major core of enthusiasm
in getting the Lucas Collection into BMA ownership.
Jack Cowart, a former Johns Hopkins University
student, and his wife Susan have made a regular
annual donation for the Carlson/Cowart Fellowship,
named after Victor Carlson to allow a Hopkins
student to work with the PDPS Department. The
Matisse family and the Matisse Foundation also
made donations and have been supportive of getting
more works online. As Jay reminds us,“The BMA’s
collection is a distinctive and well-known one with a
well-known history of the prints. The goal is to get
everything online.”

Jan made innumerable important professional
contributions to the Department of Prints, Drawings
& Photographs during her 14-year stay. Her ongoing
and frequently changing Drawing Now series in the
Benesch Gallery was just one example of her desire
to encourage collecting at the Museum and in the
community. There she called attention to drawings
by artists such as Susan Rothenberg, Mel Bochner,
Barnett Newman, Eva Hesse, Helen Frankenthaler,
Ellsworth Kelly, and Bruce Nauman.
One of Jan’s most lasting and exciting innovations
was the Baltimore Contemporary Print Fair. The fair
began as an annual fair in 1990. It became biennial
in 2002. For well over a quarter century the fair
has been going strong, each one bringing in larger
attendance and many new collectors. Jan left
the BMA in 2000 to become Curator of Prints and
Drawings at the Museum of Art, Rhode Island School
of Design. She is now Chief Curator and Houghton
P. Metcalf Jr. Curator of Prints, Drawings, and
Photographs at the RISD Museum. She returned to
the BMA as a welcome speaker during the 2015
fair. PDPS members remember Jan’s cheerfulness
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Shortly after Victor left for
Los Angeles, the BMA
hired JAN HOWARD , an
intern at the Philadelphia
Museum of Art’s Print,
Drawing and Photography
Department, as Jay’s
new Assistant Curator
of Prints. Jan’s field of
expertise complemented
Jay’s perfectly. At that
time Jay was primarily interested in French graphics
before the 20th century. Jan was interested in focusing
on contemporary art. The pair immediately designed
an intense and ambitious schedule, working together
to mount two large shows from the collection, and a
couple of smaller exhibitions for the Benesch Gallery.
They simultaneously designed a Sales and Rental
Gallery exhibition of Contemporary European Prints
to complement the BMA’s major exhibition of work by
the German Bauhaus artist Oskar Schlemmer. Jan
and Jay wrote descriptions of all the exhibitions for
the March 1986 Newsletter.
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Victor received accolades for his 1984 exhibition,
Regency to Empire, French Printmaking 1715–1814,
and the accompanying catalogue to which both Jay
and Victor contributed essays. It was shortly after
that—in 1985—that Victor left the BMA to become
Senior Curator of Prints and Drawings at the Los
Angeles County Museum of Art. He retired in 2000.
He says he has since “done a certain amount of
consulting research, primarily for dealers, attesting
to the authenticity of drawings when I have some
specialized knowledge of the artist’s work. This
has centered around drawings by the 18th-century
Frenchman Hubert Robert.”

COURTESY OF THE RISD MUSEUM

Jay and the BMA collaborated with the Walters Art
Museum to produce the exhibition and catalogue on
The Essence of Line, French Drawings from Ingres to
Degas. Victor was a contributor to that catalogue.
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and her easy willingness to share her expertise
on modern and contemporary works on paper.
Jan says: “During my time at the BMA the Print and
Drawing Society and the Friends of Photography
were separate groups, and I valued my time with
both. I am especially grateful for the many friends
I made while we learned about art together. The BMA
is fortunate to have such a large group of dedicated,
generous, and engaged supporters of the Department
of Prints, Drawings & Photographs. I am particularly
grateful for the commitment and enthusiasm of
the Print Fair committee, and especially its co-chairs
over those first ten years: Gail Schulhoff, Sherry
Christhilf, Kathy Hardiman, and Jane Wilgis.”
SUSAN DACKERMAN ’s time at the BMA overlapped
with Jan’s for the first five of her nine years with
us. She came to the BMA as Assistant Curator after
having studied at Vassar College, spending a year in
the Photographic Services Department at the Boston
Museum of Fine Arts, another year at Harvard’s Fogg
Museum, and time in Amsterdam doing research
at the Rijksmuseum. Susan’s accomplishments as
a curator were countless, but one for which she
will surely be remembered is her scholarly study of
painted prints and the resulting exhibition, Painted
Prints, the Revelation of Color with the accompanying
catalogue Painted Prints, the Revelation of Color
in Northern Renaissance & Baroque Engravings,
Etchings, & Woodcuts.

Susan says, “PDS was one of the most special parts of
the BMA. While a curator at the museum, I organized
eight exhibitions, and PDS was always the first and
best group I toured through the shows. The group’s
members were unfailingly supportive to me as I
learned how to be a curator (I arrived there as an
assistant curator fresh out of graduate school), and
then they helped me learn how to be head of the PDP
Department. The most fun I think we had though
was during the Baltimore Contemporary Print Fairs.”
Susan left Baltimore in 2004 to have time to re-work
her PhD thesis into a book and then begin an
academic research program at the Clark Art Institute
in Williamstown, MA. Susan’s announced departure
was received with a great deal of sadness. At least
two-thirds of the Fall 2004 Newsletter was devoted
to honoring her. In the “President’s Letter,” Roz

Kronthal wrote of being saddened by losing the
PDS advisor: “Susan has been an extraordinary,
inspirational member of our PDS group. Her advice
has been invaluable. We have learned much from
her and will truly miss her.”
Following her years at the Clark, Susan moved in
2005 to Cambridge, MA to become the Carl A.
Weyerhaeuser Curator of Prints at Harvard’s Fogg
Art Museum. She is currently Getty Scholar at
the Getty Research Institute in Los Angeles. Susan
has just been appointed Director of the Iris and
B. Gerald Cantor Center for Visual Arts at Stanford
University.
Another good friend to PDPS, DARSIE ALEXANDER
served as Associate Curator of Prints, Drawings &
Photographs for almost five years before becoming
Senior Curator of Contemporary Art in 2005. Darsie
came to the BMA after working at the Museum of
Modern Art in New York City. She is especially
remembered for her sophisticated use of technology
in support of the SlideShow exhibition. She is now
Executive Director of the Katonah Museum of Art,
Katonah, NY.
Our good fortune continues to the present time with
ANN SHAFER and RENA HOISINGTON . After Susan
left, Ann arrived to work part-time, handling classes
and accessions. Ann had been an assistant curator
in Old Master Drawings at the National Gallery of Art
for about eight years. Then she took time off for
her family, and from 2001 to 2003 served in three
separate BMA positions working closely with Director
Doreen Bolger and then Jay. When Rena arrived in
the spring of 2006, Rena offered Ann the full-time
slot as Assistant Curator. Ann was promoted to
Associate Curator in June, 2012.
The Print, Drawing & Photograph Society (PDS
became PDPS in 2005 when members of the Friends
of Photography joined the Society) and Ann have
a great working relationship, especially noticeable
during the multi-faceted preparation for the Print
Fairs. She readily answers all our questions about
the prints we see at the fair and about the ones
in the BMA. We have benefited greatly from her
excellent presentations in seminars and from her
guided tours of the exhibitions she has curated.
Ann’s favorites (and ours) are Front Room: Broomberg

GUIDING LIGHTS
PHOTO BY CHRISTOPHER MYERS

In preparation for their exhibition
Print by Print: Series from Dürer to
Lichtenstein, Rena Hoisington (right)
and students discuss which prints
to include.

Rena came to the PDP Department as Associate
Curator in 2006. She had a wealth of enriching
experiences before arriving in Baltimore. She was
at the Wadsworth Atheneum, the Philadelphia
Museum of Art, the Morgan Library & Museum and
the Metropolitan Museum of Art. For reasons we all
can easily understand, Rena was an immediate hit
with everyone in the community and in PDPS. She
is extremely knowledgeable, marvelously articulate,
and friendly. During her eleven years here our
admiration, respect, and love have never wavered
and instead continue to grow. She is currently the
Prints, Drawings & Photographs Department Head.
Rena hit the ground running. She tackled her first
exhibition, Looking through the Lens: Photography
1900 to 1960, a show that included works in the BMA
collection. Researching this exhibition provided a
welcome opportunity to familiarize herself with the
BMA’s photography collection, one that she believes
should be better known. Since then Rena has curated
a long list of exhibitions. When asked to name her
favorites, she said she liked them all. When pressed
she named Print by Print: Series from Dürer to
Lichtenstein because the series is such an important

theme in printmaking history, and the exhibition
enabled the Museum to show a wide range of print
series from its collection, from Dürer’s Apocalypse to
Andrew Raftrey’s Open House: Five Engraved Scenes.
She also enjoyed working with students on this
project from start to finish. Another favorite is Off
the Shelf: Modern & Contemporary Artists’ Books.
She developed new appreciation for the distinctive
characteristics that made them challenging to
display. She liked the teaching component of this
as well. Rena is looking forward to organizing
an exhibition on reproductive prints from the
16th century to the early 19th century (before
photography) and is interested in creating an
accompanying catalogue.
When asked about goals past and future, Rena
pointed to the large amount of cataloging that has
been done through a team effort and to the future
goal of having the entire collection online so that it
will provide physical and intellectual access to all
the works on paper in the BMA collection. And she
says there are always acquisitions to be made
across the collection, to fill in the gaps, build on
strengths, and teach the history of printmaking.
PDPS is indeed fortunate to have experienced
50 amazing years of knowledgeable and nurturing
curators. May the love affair continue for another
50 years!
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& Chanarin; On Paper: Alternate Realities; and
On Paper: Spin, Crinkle, Pluck. Ann is our friend
and our mentor. We hope we she’ll stay with us
a long, long time.
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36 YEARS OF THE
PDPS NEWSLETTER
BY AMY BEVERUNGEN
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very spring and fall Print, Drawing &
Photograph Society members have the
pleasure of reaching inside their mailboxes
and finding a freshly printed Newsletter, its pages
filled with information and happenings just for us.
Whether it’s an update on a recent acquisition or a
preparatory guide to the Baltimore Contemporary
Print Fair, the PDPS Newsletter has served as a
source of local works-on-paper news that represents
the spirit of its membership and shapes the reader’s
outlook on PDPS activities each season.

E

The first issue of the Newsletter appeared in 1983.
The pages were photocopied and addressed to the
“Print and Drawing Society of the Baltimore Museum
of Art.” The nascent publication included a few words
from the president, news of recent acquisitions
and findings, and also provided a directory of print
exhibitions in the region. The Newsletter entered the
computer age in 1988.
In 2004 with the dissolution of the Friends of
Photography, our society welcomed its members,
and the Print, Drawing & Photograph Society was
formed in 2005. With the increased use of the
internet to spread awareness of exhibitions, the
need for a directory of area print exhibitions in
the Newsletter lessened. While this aspect of the

Newsletter faded, the journal’s content expanded.
The Newsletter has grown to include relevant and
thoughtful articles by our Society’s members and
by BMA curators.
Artist, journalist, and collector Scott Ponemone
began serving as editor of the Newsletter in 1999.
At the time he was responsible for both editing and
designing each issue, a great effort that lasted
through the spring 2007 issue. Gail Markley briefly
took over the editorial role, and during this time the
Newsletter was privileged to welcome Nicole Clark
as the publication’s designer. Scott returned as
Newsletter editor with the spring 2009 edition.
With Scott as editor and Nicole as designer and the
continued guidance of the BMA’s curatorial staff, the
Newsletter has become an impressive publication.
Articles cover a variety of content, including studio
visits, Museum acquisition news, artist interviews,
and exhibition previews.“The Newsletter has
many very sophisticated readers and experienced
collectors,” says Scott. “We try to meet their needs
and expectations.”
In each issue the Newsletter more than exceeds the
expectations of its knowledgeable audience and
provides much food for thought. “I hope each issue
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NEWSLETTER MILESTONES
TOP ROW:
(LEFT) The very first Newsletter was dated March 1983.

Rachel Allen edited the six-page edition.
(RIGHT) The Newsletter entered the computer age starting with

Vol. V, No. II, dated October 1987. Donna Catling was editor.
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look with the April 1991 edition.
(RIGHT) Scott Ponemone became editor and designer of the
Newsletter with the fall 1999 edition.
BOTTOM ROW:
(LEFT) The Newsletter got an updated appearance when

Nicole Clark of Stanton Design lent her talents to the fall 2008
edition. Gail Markley coordinated this edition.
(RIGHT) The Newsletter has continued to present the best of PDPS
with Nicole Clark as designer and Scott Ponemone as editor.

reflects upcoming exhibition activities at the
Museum, upcoming PDPS events like collectors’
visits, the Baltimore Contemporary Print Fair, and
curator tours. I also try to include articles on current
research by BMA curators and conservators, on
recent BMA acquisitions, and on what Maryland
printmakers, print shops, and print collectors are
up to.”

It is gratifying to see how PDPS has evolved over
the years. Our Newsletter elegantly documents the
events and ideas of PDPS each season, helping
to shape our understanding of prints, drawings,
and photographs.
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MIDDLE ROW:
(LEFT) The Newsletter took on a bolder, more contemporary
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C R E AT I N G A L E G A C Y

CREATING
A LEGACY

LONG-TIME PDPS
MEMBERS ESTABLISHED
A BMA ACQUISITION
FUND FOR PRINTS,
DRAWINGS AND
PHOTOGRAPHS

John Dorsey wrote a number
of articles about Curator
Susan Dackerman and her
work developing her Painted
Prints exhibition.

BY URSULA WEST MINERVINI

ohn Dorsey (1938–2008) and Robert “Bob”
Armacost (1937–2011) exemplified what
the Print, Drawing & Photograph Society is all
about. Not only did they enjoy attending PDPS
programs and sharing the fellowship of the Society’s
wonderful mix of collectors, artists, teachers,
curators, and students. But they took to heart
another of the Society’s missions: supporting the
work that we value at The Baltimore Museum of Art.
They did this by establishing the John Dorsey and
Robert W. Armacost Acquisitions Endowment.

J

Many will remember John Dorsey as a writer for the
Baltimore Sun. He was the paper’s restaurant critic
in the 1970s; he then served as the Sun’s art critic
during the 1980s and 1990s, retiring in 1999. His
partner, Bob Armacost, had an early career as a
Baltimore school administrator, and in the 1970s
he became an antiques dealer. Bob also ran Armacost

Antiques Shows, which organized and promoted
antiques shows in Maryland and Virginia from 1985
to 2007.
After John Dorsey’s death in 2008, an issue of the
fall 2008 PDPS Newsletter (Vol. 26, No. 2) was
dedicated to his memory. Jay Fisher, who is now
the BMA’s Chief Curator, described the “wonderful
collection of treasured objects” gathered in the
Dorsey/Armacost home: “prints by Whistler, Vuillard,
and a drawing by Matisse surrounded by American
furniture, and some fine examples of Native
American pottery acquired on a trip to Santa Fe.”
In the same article, and in a recent conversation,
Jay emphasized how their shared passion for
experiencing works of art drew John and Bob
to become involved with the BMA. They both
participated in programs organized by PDPS and the
Museum and served on an accessions committee.

However, Scott and John were destined to work
together. After John retired from the Sun, he joined
the Newsletter committee, and Scott became the
Newsletter editor in 1999. Scott fondly remembers
John as “a major contributor, both writing and copy
editing articles. He set high standards that all
committee members strove to meet.” From 1999
to 2005 John wrote many articles about collectors
as well as about BMA exhibitions. These include
a series of articles following the development of
former BMA curator Susan Dackerman’s remarkable
2002 Painted Prints exhibition.
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Given their strong connections with the BMA, and
particularly because of their involvement with
PDPS and their service on accessions panels, John

Stanley William Hayter (English, 1901–1988)
Cinq personnages, 1946
Engraving, softground etching, and scorper; printed in black (intaglio)
Sheet: 495 x 647 mm. (19 1/2 x 25 1/2 in.)
Plate: 376 x 605 mm. (14 13/16 x 23 13/16 in.)
The Baltimore Museum of Art: The John Dorsey and Robert W. Armacost
Acquisitions Endowment, BMA 2014.14.1

In a relatively short span of time the John Dorsey
and Robert W. Armacost Acquisitions Endowment has
been used to acquire an impressive variety of works
on paper. Between 2013 and the summer of 2017,
it was used to fund the purchase of 37 prints and
photographs. The first work acquired with the fund,
in 2013, was Bartholomeus Spranger and His Late
Wife Christina Muller (1600), an engraving by the
Flemish artist Aegidius Sadeler II, after a drawing
by Bartholomeus Spranger.
Other notable acquisitions made possible by this
endowment are a set of four different impressions of
Cinq Personnages (1946) by Stanley William Hayter.
This deeply personal print was made in response to
the death of Hayter’s teenage son. Cinq personnages
is also a significant work in the development of
Hayter’s “simultaneous color” printing methods.
Hayter created an intaglio plate using engraving and
softground etching techniques, inked the plate in
the usual manner, and then applied additional areas
of color to the surface of the plate using screens. In
this way Hayter created a four-color image that could
be transferred to paper in a single pass through the
press. The BMA’s impressions include a complete
four-color image (printed in black, green, orange, and
purple), as well as one printed in black only, one in
black and green, and one in black, orange and purple.
As a set they illustrate the unusual techniques that
Hayter used to create this important print.
As a journalist and art critic, John Dorsey placed a
high value on writing about art. In addition to funding
acquisitions, he also set up an endowment to
support research for the works on paper collection.
Jay told me that John “wanted to support writing
about things in the collection,” and his endowment
helps the curators perform this valuable work.
Through their sustained involvement with the BMA,
John Dorsey and Bob Armacost have left a legacy
that continues to this day.

C R E AT I N G A L E G A C Y

Newsletter Editor Scott Ponemone worked with
John Dorsey at the Baltimore Sun, but they did not
socialize frequently. In his remembrance of John
(also published in the 2008 Newsletter), Scott wrote:
“Especially when John was The Sun’s esteemed art
critic and I was an aspiring artist beginning to have
one-person shows in Baltimore, I kept my respectful
distance. John’s integrity was so untouchable, and
he was so protective of it, that for years our
conversations, when we met in the hall, would be
limited to an exchange of hellos. I feared that if we
became friends, John would rightly excuse himself
from reviewing my shows.”

and Bob became interested in supporting
acquisitions of works on paper. Through
conversations with Jay they decided that
they would like to establish a bequest fund
that would support the acquisition of prints,
drawings, and photographs created before 1950.
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John also was a guest curator for the 2004 BMA
exhibition on the architect John Russell Pope.

THE SOCIETY’S FINEST GIFTS
BY SCOTT PONEMONE

ince its founding as the Baltimore Print Club
in 1968 the Print, Drawing & Photograph
Society has a storied history of making gifts
of works on paper to the Museum. But perhaps its
most remarkable gift was not a print or a drawing
or a photograph. In 1993 on its 25th anniversary
the Print and Drawing Society, as we were known
then, gave the Museum a gift of copper, namely the
plate Rembrandt van Rijn (Dutch, 1606–1669) made
for his etching St. Jerome Kneeling in Prayer, 1635.

S
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In the lead article of the September 1993 Newsletter
Jay Fisher, then Curator of the Department of
Prints, Drawings & Photographs, recounted in detail
how the plate came on the market, why he chose
the St. Jerome over others, and what research
was done to ascertain how many of Rembrandt’s
original etched lines had survived the centuries.
Jay first saw a selection of Rembrandt plates in the
fall of 1992 when California dealer Robert Light
brought 20 plates to New York. Jay wrote that he
first chose “a small, less-expensive plate, Christ
and the Tribute Money,” but Mr. Light said the
St. Jerome plate might be available. It was out to
a collector on approval. “It arrived the following
week, and as we unwrapped it, I knew immediately
this was the plate for us…. The St. Jerome
plate revealed more of Rembrandt’s distinctive
draftsmanship. The lines were open and
spontaneous.” Moreover, the BMA had a fine lifetime
impression of St. Jerome in its collection, thanks
to a gift in 1976 by Miles White, Jr.
Jay wrote that since Rembrandt plates had a wellknown history of having been reworked in order to
make posthumous impressions, he immediately

wanted to investigate the condition of the
St. Jerome plate. He first “obtained photographs
of two posthumous printings from the plate to
enable a comparison with our life-time impression
and the plate itself. Clearly the plate had become
worn, but was it seriously reworked?” He reported
that “the most obvious sign of wear on the
St. Jerome plate is the almost total disappearance
of the lightly-etched signature.”
Working with Conservator Kimberly Schenck,
a transparent photocopy of an early St. Jerome

PHOTO BY MITRO HOOD
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COPPER FOR SILVER
ANNIVERSARY
REMBRANDT PLATE WAS AMONG

Rembrandt van Rijn (Dutch, 1606–1669)
Saint Jerome Kneeling in Prayer, 1635
Etching
Sheet (cut within platemark): 115 x 83 mm. (4 1/2 x 3 1/4 in.)
The Baltimore Museum of Art: The Miles White, Jr. Collection,
BMA 1976.15.41

on the occasion of its upcoming anniversary…. The
Rembrandt plate could garner the enthusiasm of the
entire membership, and without the help from the
Society this acquisition would be impossible….”
“This purchase price was a firm $25,000 with no
discount available. It would take at least $100.00
from every member to raise the necessary money.
So I was unsure whether [President] Janet Dunn
and the Society’s Board would be willing to accept
this challenge. But they were enthusiastic and
optimistic.” The Society met the challenge and raised
the entire $25,000.

Jay and Kim were now convinced that the plate
revealed “the important subtleties of the print
and can demonstrate the character of the artist’s
draftsmanship.”
Jay showed the plate to fellow curators, and he
wrote that Director Arnold Lehman was “extremely
enthusiastic.… We were all particularly excited
about the educational potential of having this plate
join our great collection of Rembrandt prints.”
Although, Jay recalled, he had to discourage any
ideas of printing the plate again for the purpose
of fundraising.

So fast-foward 25 years: I asked Jay what he now
thinks about the Society’s response to his request
in 1993 to raise money for the Rembrandt plate?
“I was thrilled,” he said, “that they were willing to
take the initiative along with me to actually acquire
one of the copper plates for the Museum’s collection.
We couldn’t have done it without their support.”

Other than its “wow” factor, was the plate a significant
addition to the BMA? “It has worked very well
because we had a good impression of the actual
print. It was really important for us that we could
make that direct connection. It is the immediacy
that you feel when you look at an object, where you
can clearly see that Rembrandt has worked on it
and that it wasn’t one of the plates that had been
so heavily reworked that you could hardly see it.”

PHOTO BY MITRO HOOD

And finally I asked Jay how important Society
members have been in helping the Museum
make accessions. “I think they have been very
important…. Their enthusiasm and willingness to
join in have always been influential in terms in
building support for fundraising for acquisitions.”

1

Rebiting involves subjecting the original lines of the plate to an
acid bath to re-etch them, while reworking them involves using
a burin to cut deeper lines.
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And has the Rembrandt plate proved to be the
educational tool he had hoped it would be in 1993?
“It has. First, on the level of pure enthusiasm—it’s
just that every time we bring that out or show it,
whether to seasoned professionals or to young
students from local schools—or whoever sees it—
it’s just that they’re excited by it. They were seeing
something that Rembrandt actually touched.”

“It occurred to me that acquiring this plate would be
a most appropriate way for the Print and Drawing
Society to emphasize its own educational commitment

Rembrandt van Rijn (Dutch, 1606–1669)
Saint Jerome Praying, 1635
Etched copper plate
Plate: 116 x 82 mm. (4 9/16 x 3 1/4 in.)
The Baltimore Museum of Art: Purchased as the gift of the
Print & Drawing Society in Celebration of its 25th Anniversary,
BMA 1993.59
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impression was scaled to match the plate. “We then
put this sheet over the plate and were able to
compare, line for line, the plate with the etching.
Through this reliable test we were able to see that
the two correspond almost exactly and that very
little reworking had taken place.” As to rebiting,1
they assumed some had occurred since none of
Rembrandt’s plates “survived in unaltered condition.”

PDPS 2017–2018 EVENTS
OPENING EVENT/RECEPTION
Wednesday, September 27
Exhibition tours: Black, White & Abstract and
Shifting Views: People & Politics in Contemporary African Art.
ALL-FRIENDS GROUP EVENT
Wednesday, November 1
Venice Comes to Baltimore!
COLLECTOR VISITS
Winter 2018
Long-time PDPS collectors.
MATERIALS AND TECHNIQUES/DEMONSTRATIONS
January 2018
MICA printmaking studio.
WINTER SEMINAR
February or March 2018
50 years of PDPS Acquisitions.
ALL-FRIENDS GROUP EVENT
Spring 2018
Subject to be determined.
ANNUAL MEETING/RECEPTION
May/June 2018
Matisse conversation. Jay Fisher and Katie Rothkopf discuss
Matisse. In honor of Jay Fisher.
SPECIAL EXHIBITION
October 2018
50 years of PDPS Aquisitions.

MEMBERSHIP HOTLINE
Join the The Print, Drawing & Photograph Society today to participate in the
exciting events listed above. Baltimore Museum of Art members can become
PDPS members quickly by calling the Membership Hotline at 443-573-1800.
Or you can join online at: http://www.artbma.org/members/index.html
Annual PDPS membership levels:
*$60 Single
*$85 Dual
*$125 Support
*$200 Patron
The Baltimore Museum of Art
10 Art Museum Drive
Baltimore, MD 21218-3898

Additional contributions can be made for PDPS acquisitions
or for PDPS student scholarships.
PDPS membership and contributions are 100% tax deductible.

