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Jeff Lee of the Mary Ryan Gallery pulls a print from its sleeve at the 2015 Baltimore Contemporary Print Fair.
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PRESIDENT’S LETTER

Dear Members of the Print, Drawing & Photograph Society,
As this Newsletter goes to press, we are excitedly awaiting the next Baltimore Contemporary
Print Fair on Saturday, April 1 and Sunday, April 2. Articles by Scott Ponemone and Amy
Beverungen are a great introduction to the weekend and to the March 30 artist talk by
James Siena.
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Thanks to Associate Curator Ann Shafer and Curatorial Assistant Morgan Dowty for their
hard work in organizing the fair and to Betsy Cumming and Karen Fowler, PDPS co-chairs,
for arranging food for the vendors and coordinating volunteers. Karen has sent an email to
PDPS membership requesting volunteers to serve as greeters and to help with food service.
If you have not received and responded to this correspondence and want to participate,
please contact Karen at 703-201-8133 or karen.fowler@longandfoster.com to sign up.
We appreciate any help that members can provide.
Chief Curator Jay Fisher and printmaker and MICA-instructor Trudi Ludwig Johnson treated us
to a fabulous winter seminar on lithography at the beginning of February. Two of the remaining
PDPS events are previewed in Newsletter articles. Scott Ponemone introduces us to
the important contemporary art collection of Virginia Adams and Neal Friedlander, who will
graciously open their home to PDPS members in April, and Amy Huntoon poses several
provocative questions in her article about Off the Shelf: Modern & Contemporary Artists’ Books,
which Senior Curator Rena Hoisington will discuss at our closing reception in June.
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One additional PDPS event is a May bus trip to Princeton. In the morning the Princeton
University Art Museum print and drawing curators will showcase some important works on
paper from the museum’s encyclopedic collection, and in the afternoon the Firestone Library
graphic arts curator in Rare Books and Special Collections will treat us to a selection of
works on paper from the library’s treasures.
We have been making plans for our 2018 50th anniversary celebration. Look for the following:
•

Fall 2017: Special edition Newsletter

•

Fall 2017–Spring 2018: Campaign to raise funding for a special work
of art for the BMA collection

•

Winter 2018: Winter Seminar, with a focus on PDPS acquisitions

•

Spring 2018: Annual Meeting, a celebratory event

•

Fall 2018: Special exhibition of PDPS acquisitions
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Through the years PDPS has contributed more than 300 works on paper to the Museum’s
collection. We look forward to celebrating our long and rewarding relationship with the BMA.
I hope to see many of you at our spring events.
Sincerely,
Francine Krumholz, President

Nicole Clark, Stanton Design
The Print, Drawing & Photograph
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.

ANOTHER GREAT
PRINT FAIR NEARS
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Newsletter articles and the dealer list assist attendees at the 2017 Print Fair.
BY SCOTT PONEMONE

nn Shafer, Associate Curator of Prints, Drawings
& Photographs, is at it again, this time with
the able assistance of Morgan Dowty, PDP’s
Curatorial Assistant. Thanks to their efforts, the 19th
edition of the Baltimore Contemporary Print Fair is
just weeks away.

A

Of this fair’s 20 exhibitors, 15 will be returning from
Fair No. 18; 1 will be returning after a long absence,
and 4 will be exhibiting for the first time. (See pg. 6
for the complete vendor list.)

Asked why each new exhibitor was invited, Ann
responded:
“10 Grand Press is a shop in Brooklyn that came
to our attention in 2012 when the press printed
and published a group of woodcuts by Nicole
Eisenman during the artist’s ‘year of prints.’
Marina Ancona founded the press in 1999 and
has been working diligently with an interesting
range of artists ever since.
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“Petrichor Press is a Philadelphia shop founded
in 2011 by Tamarind master-printer Peter
Haarz. The shop specializes in lithography.
Their booth at Editions/Artists’ Books this year
impressed with a large print by BMA-collectionartist Astrid Bowlby.”
“Flying Horse Press is associated with the
University of Central Florida in Orlando.
In addition to its educational ties to the
University, it also publishes editions by
a range of emerging artists.
“Segura Arts Studio recently joined forces with
the University of Notre Dame after many years
as an independent shop. Their mission is to
publish prints by underserved artists whether
Latino, African-American, or female. The

BALTMORE CONTEMPORARY PRINT FAIR
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Saturday, April 1, 10am–8pm
Sunday, April 2, 10am–5pm
The Baltimore Museum of Art
10 Art Museum Drive, Baltimore, MD, 21218
SPECIAL EVENTS

Artist Talk: James Siena
(sponsored by PDPS)
Thursday, March 30, 7pm
BMA Meyerhoff Auditorium
Preview and Reception
BMA Council, BMA Salon, JJC, FoMACA,
and PDPS members
Friday, March 31, 6:00–8:30pm
Artist & Editions Award
Sunday, April 2, 3pm
Ticketing
Weekend pass: $15
Single day pass: $10
Students/Teachers (with ID): Free
BMA Members: Free
For details please visit:
http://www.artbma.org/go/printfair

Museum acquired several prints from the
studio recently, and we are excited to see
what they bring for our audience.”
Ann said Lower East Side Print Shop, located
in Manhattan, is a returnee after an absence.
“They were here many years ago.”
She also noted that this year’s fair will have longer
hours on Saturday (10am to 8pm). There will be no
lecture on Sunday this time, but there will still be
an Artist & Editions Award given Sunday at 3pm.
As Ann’s right-hand woman, Morgan has proven
to be a fast learner. This is her first fair. Her
predecessor as curatorial assistant, Ben Levy,
worked on three fairs. He left the BMA in 2015
to become Assistant Curator of Collections &
Academic Programs at Henry Art Gallery of the
University of Washington in Seattle.
“It’s quite fun and really keeping me on my toes,”
Morgan said. “Primary throughout the process
[my responsibility] has been keeping track of the
fair’s budget. The budget drives the details, which
include planning James Siena’s visit and talk [See
article on pg. 10], setting up a process for online
ticketing, working with our marketing department
on an advertising plan and more general branding
of the fair. I have been communicating with vendors
to make sure that they have information about
paying booth fees, booking hotels, and the schedule
of the weekend. I have also been in charge of
scheduling the necessary internal meetings and
communications. Ann and I are, of course, working
very closely and tag-team everything.”
Morgan’s Print Fair education began when she
traveled with Ann to New York for both the 2015
International Fine Print Dealer’s Association (IFPDA)
and the Editions/Artists’ Books (EAB) fairs. By
visiting those fairs, Morgan said, “It was incredibly
helpful to go and meet many presses who have
attended [the Baltimore fair] in the past. It is also
an opportunity to meet new presses, for example
10 Grand and Petrichor were both new to me, and
we were able to meet them at EAB this year. My
experience during college with Island Press (a
Baltimore fair vendor returning this spring) from
Washington University in St. Louis gave me a sense
of the nature of a workshop. Having been familiar
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Amy Eva Raehse, Executive Director and Curator of Baltimore's Goya Contemporary, answers questions at the 2015 Print Fair.

As you can imagine, Ben has been a great resource
for Morgan. She said, “So helpful to my transition
into the role was Ben’s presence at Print Week in
New York both years that I've attended with Ann.
He has been instrumental in introducing me to
vendors—a sort of passing of the torch. Most of
the planning advice I received came in the form
of Ben's thorough documents and spreadsheets.
I am very grateful for his attention to detail.”
When I was preparing this article in January, I asked
Morgan if planning a print fair was what she expected.
She answered: “I can tell you planning a print fair is
no small feat. Now that I am intimately aware of the
attention to detail necessary to bring everything
together, I can’t really remember what my expectations
were coming into the job. It’s hard to believe we began
initial planning last spring. Time has flown, and

April will be here before we know it. I’m enjoying an
incredible opportunity to work with Ann and all of our
vendors and cannot wait to see the fair in full swing.”
During the Print Fair weekend PDPS members may
also want to attend Open Space’s eighth annual
Publications & Multiples Fair (PMF VIII) at the
Baltimore Design School, 1500 Barclay Street,
on April 1 and 2 from 12-6pm. According to the
Open Space website, last year (PMF VII) some
150 vendors presented “contemporary artist books,
prints, publications, sculptures, jewelry, textiles
and works produced in multiples.”
Margo Malter of the Open Space artist collective said,
“We will be coordinating events similarly to what
was promoted under Baltimore Print City [in 2015],
but that does not have a separate marketing name
this year. The BMA is offering us a small financial
sponsorship, and we are most likely co-producing
a map with them of the location of the fairs and
satellite programming.”
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with the creative side of a print shop, the 2015 IFPDA
fair was eye-opening for me in terms of how the
business end is conducted. I also experienced the
ways that the print world is a community—ways
that come out when everyone is in the same room,
speaking the same language. It really is both about the
work and getting to know the people who make it.”
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2017 Baltimore Contemporary Print Fair Exhibitors
10 GRAND PRESS
Brooklyn, NY
Website: www.10grandpress.com
Email: 10grandpress@gmail.com
From the website: In 1999, Master Printer Marina
Ancona founded 10 Grand Press, an independent
print shop. She has worked with numerous artists
to create original works on paper and explore new
possibilities for printmaking. Ancona expanded 10
Grand Press in 2005 with an additional location in
Santa Fe, NM. Both shops offer a range of printing
processes and techniques, including intaglio,
monotype, paper lithography, relief printing, solar
plates, and stencils.
CENTER STREET STUDIO
Milton Village, MA
Website: www.centerstreetstudio.com
Email: jstroud@centerstreetstudio.com
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From the website: Center Street Studio was
established in 1984 by artist and master printer
James Stroud. Working with artists with national
and international reputations, the studio specializes
in all types of intaglio techniques but produces
woodcut and monotype projects as well.
CROWN POINT PRESS
San Francisco, CA
Website: www.crownpoint.com
Email: info@crownpoint.com
From the website: Since 1962 artists have been
making etchings at Crown Point Press. They draw
on copper plates using materials like tar, wax, soap,
and sugar. Our printers etch the plates in an acid
bath and print them by hand. Crown Point Press
not only enables artists to create original prints,
we also publish the prints they create.
DURHAM PRESS
Durham, PA
Website: www.durhampress.com
Email: gwyneth@durhampress.com
From the website: Durham Press produces and
publishes limited edition fine art prints and

multiples. Each year, owners Jean-Paul Russell
and Ann Marshall invite artists from around the
world to come to the Press to create original works
of art for print. All works are made by the artists
in the Durham Press studios, in collaboration with
owner Jean-Paul Russell and our highly skilled
staff of printmakers.
FLATBED PRESS
Austin, TX
Website: www.flatbedpress.com
Email: info@flatbedpress.com
From the website: Flatbed was founded in 1989
by Katherine Brimberry and Mark L. Smith and is
located at Flatbed Press and Gallery, an 18,000 sq.
ft. warehouse that was redeveloped in 1999 as
a community of creative professionals. Flatbed
comprises two divisions: Flatbed Press is a
publishing workshop which collaborates with
artists to produce limited editions of original
etchings, lithographs, woodcuts and monoprints.
Flatbed also does contract, collaborative printing
for other publishers, dealers, artists, and
institutions and is available on a limited basis for
open shop work by experienced artists. Flatbed
Gallery is a private art gallery which specializes in
original prints.
FLYING HORSE EDITIONS
Orlando, FL
Website: flyinghorse.cah.ucf.edu
Email: theo.lotz@ucf.edu
From the website: Flying Horse Editions is a
collaborative research studio for visual artists at
the University of Central Florida. A non-profit
publisher of limited-edition prints, artist books, and
art objects by internationally renowned artists, FHE
offers visiting artists the opportunity to work with
FHE technicians to push the boundaries of their
work while providing a unique educational
experience for UCF students.

Katherine Brimberry, Flatbed Press

GEMINI G.E.L. AT JONI MOISANT WEYL
New York, NY
Website: www.joniweyl.com
Email: info@joniweyl.com

ISLAND PRESS
St. Louis, MO
Website: islandpress.samfoxschool.wustl.edu
Email: islandpress@wustl.edu

Founded in 1984, Gemini G.E.L. at Joni Moisant
Weyl is the New York representative of the Los
Angeles based Gemini G.E.L., which started in 1966.
Gemini G.E.L. has been one of the leaders in the field
of publishing prints and multiples by iconic figures
in the 20th- and 21st-century art.

From the website: Founded in 1978, Island Press
is a research-based printmaking workshop at
Washington University in St. Louis that is committed
to creating and publishing innovative prints and
multiples, educating students and the broader
community about print media, and advancing the
printmaking field.

GOYA CONTEMPORARY
Baltimore, MD
Website: goyacontemporary.com
Email: gallery@goyacontemporary.com
From the website: Baltimore’s Goya Contemporary’s
Founder Martha Macks-Kahn and Executive Director
and Curator Amy Eva Raehse publish fine prints,
working in close collaboration with leading
contemporary artists to create unique, high-quality,
limited-edition prints and multiples.
GRAPHICSTUDIO
Tampa, FL
Website: www.graphicstudio.usf.edu
Email: gsoffice@arts.usf.edu
From the website: Graphicstudio is an experiment in
art and education at the University of South Florida,
Tampa. At Graphicstudio, research into technical
art-making processes works in tandem with new
aesthetic expressions by leading and emerging
artists. The constant push by collaborating artists
and studio staff to create new possibilities for
artistic practice is the backbone of the atelier, and
the impetus that has kept it at the forefront of
international fine art publishing.

JUNGLE PRESS EDITIONS
Brooklyn, NY
Website: www.junglepress.com
Email: mock250@gmail.com
From the website: Jungle Press Editions is a
publisher of fine art prints and multiples by
internationally renowned contemporary artists.
Collaborating with master printer Andrew Mockler
in his Gowanus, Brooklyn workshop, each artist is
encouraged to develop an experimental approach.
Working together in lithography, etching, monoprint,
and relief printing, the printer and artist bring
the artist's work out of the studio into the realm
of printmaking.
LOWER EAST SIDE PRINTSHOP
New York, NY
Website: www.printshop.org
Email: info@printshop.org
From the website: Lower East Side Printshop, founded
in 1968, is a premier not-for-profit printmaking
studio in New York City that helps contemporary
artists create new artwork and advance their
careers. Through the Printshop’s workspace

# 1 9 : 2 0 1 7 B A LT I M O R E C O N T E M P O R A R Y
P R I N T FA I R E X H I B I T O R S

Jim Stroud (left), Center Street Studio
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Marie Tennyson (pointing) from LeRoy
Neiman Center for Print Studies
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residency programs, artists receive space and
time to work, stipends, technical assistance,
career development, and public exposure. With its
exhibitions, Editions/Artists’ Books Fair, education,
and other public programs, the Printshop serves as
a junction for artists, collectors, museums, galleries,
and educational institutions to access and engage
in contemporary art.
MARY RYAN GALLERY
New York, NY
Website: maryryangallery.com
Email: info@maryryangallery.com
From the website: Mary Ryan Gallery is active in
the primary and secondary market, focusing on
original prints and works on paper by Post-War/
Contemporary artists, such as Willem de Kooning,
Richard Diebenkorn, David Hockney, Yvonne
Jacquette, Donald Judd, Deborah Kass, Sol Lewitt,
Joan Mitchell, Takashi Murakami, Kiki Smith,
Donald Sultan and Wayne Thiebaud. The gallery’s
contemporary arm, RYAN LEE, was established in
2013 by Mary Ryan and Jeffrey Lee. Located in the
Chelsea district of Manhattan, the gallery is home
to a dynamic roster of international contemporary
artists working in a diverse array of media.
PAULSON FONTAINE PRESS
Berkeley, CA
Website: paulsonfontainepress.com
Email: info@paulsonfontainepress.com
From the website: Paulson Fontaine Press specializes
in limited edition intaglio prints. Since its founding
in 1997 Paulson Fontaine Press has published
more than 500 editions with more than 45 artists
including Tauba Auerbach, Ross Bleckner, Spencer
Finch, Isca Greenfield-Sanders, the Quilters of Gee’s
Bend, Kerry James Marshall, and Martin Puryear.
Paulson Fontaine Press, formerly Paulson Bott Press,
would like to acknowledge the role of Renee Bott,
who was co-owner of the press for 20 years, in all
that we have achieved.

PETRICHOR FINE ART PRESS
Philadelphia, PA
Website: www.petrichorfineart.com
Email: petrichorfineart@gmail.com
From the website: Petrichor Press specializes in
the production of original fine art lithographs by
contemporary artists. All shop activities are run
and overseen by Master Printer and Founder, Peter
Haarz, who started Petrichor in 2011 after receiving
his designation as Master Printer from Tamarind
Institute. Petrichor Press is a fully appointed print
shop equipped with over 500 litho stones, including
some as large as 32" x 45".
SEGURA ARTS STUDIO
Notre Dame Center for Arts and Culture
South Bend, IN
Website: segura.com
Email: SeguraArts@nd.edu
From the website: In 1981 Joe Segura founded the
Segura Publishing Company in Tempe, Arizona, to
produce the works of underrepresented artists, with
a particular interest in Hispanic art. The acquisition
of the Segura Publishing Company by the University
of Notre Dame in 2012 allows Joe Segura and the
studio to continue its mission of producing and
making accessible significant fine art and give the
University an opportunity to secure a foothold on the
opportunities offered to underrepresented artists.
TAMARIND INSTITUTE
Albuquerque, NM
Website: tamarind.unm.edu
Email: tamarind@unm.edu
From the website: Tamarind Institute, a division of
the College of Fine Arts at the University of New
Mexico, is a nonprofit center for fine art lithography
that trains master printers and houses a professional
collaborative studio for artists. Founded in 1960
in Los Angeles [by June Wayne (1918–2011)],
Tamarind is recognized internationally for its
contributions to the growth of contemporary
printmaking around the world and continues
to provide professional training and creative
opportunities for artists.
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Students enjoy browsing at the last fair.

From the website: Tandem Press was founded in
1987 and is based at University of WisconsinMadison. Tandem Press shares [the university’s]
mission by teaching, undertaking research into
new and traditional printmaking techniques, and
by conducting outreach programs to help educate
the public about art in general, and printmaking
in particular.
UNIVERSAL LIMITED ART EDITIONS (ULAE)
Bay Shore, NY
Website: www.ulae.com
Email via website at: prints@ulae.com
Tatyana Grosman’s influence in the printmaking
world cannot be overstated. She founded ULAE in
1957, and since then the workshop has created

some of the most seminal works on paper in the
late 20th century, as well as training printers the
world over. This tradition continues to this day.
WINGATE STUDIO
Hinsdale, NH
Website: wingatestudio.com
Email: info@wingatestudio.com
From the website: Wingate Studio is a professional
intaglio print workshop and publisher. Founded
in 1985 by Peter Pettengill, Wingate publishes
and produces original etchings, monotypes, and
relief prints in collaboration with artists and print
publishers. We focus on emerging and established
artists, following in the tradition of skilled craftsmanship
practiced by professional printmakers, while
expanding the scope of our process to meet the
needs of artists working today. Publishing is by
invitation, and we offer occasional contract work.
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TANDEM PRESS
Madison, WI
Website: www.tandempress.wisc.edu
Email: info@tandempress.wisc.edu
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JAMES SIENA
DISCUSSES HIS ART
1. James Siena (American, born 1957)
No Man's Land, state one, 2004
Engraving on chine collé
Sheet: 437 x 379 mm. (17 3/16 x 14 15/16 in.)
Plate: 280 x 222 mm. (11 x 8 3/4 in.)
The Baltimore Museum of Art: The Sidney M.
Friedberg Acquisitions Endowment for Prints and
Drawings, BMA 2012.197.1
2. James Siena (American, born 1957)
No Man's Land, state two, 2004
Engraving on chine collé
Sheet: 437 x 379 mm. (17 3/16 x 14 15/16 in.)
Plate: 280 x 222 mm. (11 x 8 3/4 in.)
The Baltimore Museum of Art: The Sidney M.
Friedberg Acquisitions Endowment for Prints and
Drawings, BMA 2012.197.2
3. James Siena (American, born 1957)
No Man's Land, state three, 2004
Engraving on chine collé
Sheet: 437 x 379 mm. (17 3/16 x 14 15/16 in.)
Plate: 280 x 222 mm. (11 x 8 3/4 in.)
The Baltimore Museum of Art: The Sidney M.
Friedberg Acquisitions Endowment for Prints and
Drawings, BMA 2012.197.3
4. James Siena (American, born 1957)
No Man's Land, state four, 2004
Engraving on chine collé
Sheet: 437 x 379 mm. (17 3/16 x 14 15/16 in.)
Plate: 280 x 222 mm. (11 x 8 3/4 in.)
The Baltimore Museum of Art: The Sidney M.
Friedberg Acquisitions Endowment for Prints and
Drawings, BMA 2012.197.4
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5. James Siena (American, born 1957)
No Man's Land, state five, 2004
Engraving on chine collé
Sheet: 437 x 379 mm. (17 3/16 x 14 15/16 in.)
Plate: 280 x 222 mm. (11 x 8 3/4 in.)
The Baltimore Museum of Art: The Sidney M.
Friedberg Acquisitions Endowment for Prints and
Drawings, BMA 2012.197.5
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6. James Siena (American, born 1957)
No Man's Land, state six, 2004
Engraving on chine collé
Sheet: 437 x 379 mm. (17 3/16 x 14 15/16 in.)
Plate: 280 x 222 mm. (11 x 8 3/4 in.)
The Baltimore Museum of Art: The Sidney M.
Friedberg Acquisitions Endowment for Prints and
Drawings, BMA 2012.197.6

7. James Siena (American, born 1957)
No Man's Land, state seven, 2004
Engraving on chine collé
Sheet: 437 x 379 mm. (17 3/16 x 14 15/16 in.)
Plate: 280 x 222 mm. (11 x 8 3/4 in.)
The Baltimore Museum of Art: The Sidney M.
Friedberg Acquisitions Endowment for Prints and
Drawings, BMA 2012.197.7
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BY AMY BEVERUNGEN

I

James Siena creates patterned line abstractions
primarily through painting and printmaking. His work
combines rich metaphorical content with a bold
and graphic appearance. Represented in numerous
galleries and collections, including the Baltimore
Museum of Art, Siena teaches at the School of Visual
Arts in New York.
Siena often experiments with new techniques and
materials and has been engaged with the art world
as an established artist, professor, and lecturer. His
talk will be instructive to the Print Fair audience.
His artistic process begins by developing a set of
contrived rules, which the artist calls “algorithms,”1
which the compositional elements are to follow.
Within this applied structure, Siena draws by hand
the line work in each piece, leaving the visual

result to the irregularity of the human touch. His
work refers to the status of being human and to
the performance of the human organism within an
implied structure. It balances geometric and organic,
structure and chance.
This balance is carried forth in a print by James
Siena that is owned by the BMA, titled No Man’s Land
(2004). The print exists in seven states. The basis
for the work is simple: Straight lines radiate from
several points within the frame, forming a network
of dimensional, irregular forms. Yet as the image
progresses, one can sense the pressure mounting
between the boundaries of each “burst.”2 The final
outcome is oscillating and dimensional, balancing a
simple line technique with a complex application.
The art of James Siena is inspiring. Its initial impact
is bold and technically masterful and alludes to a
deeper meaning and balance. His discussion of his
work with Ann Shafer is sure to catalyze new ideas
for all who attend.

1

Hobbs, Robert Carleton, and James Siena. 2001.
James Siena, 1991–2001. New York: Gorney Bravin + Lee.

2

Levy, Benjamin. “BMA Voices: The hand and mind of James
Siena in No Man’s Land, 2004.” Published December 4, 2014.
https://www.youtube.com/watch?v=qGRGEc_XlTo.

11

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

t doesn’t take much convincing to recognize
that the Baltimore Contemporary Print Fair is
a beneficial event for all who attend. On the
weekend of April 1-2, art enthusiasts, collectors,
makers, curators, and dealers will engage in the
creative exchange at the biennial event. As part of
the Print Fair weekend Ann Shafer, Associate Curator
of Prints, Drawings, & Photographs, will moderate
a conversation with New York-based artist James
Siena on Thursday, March 30, at 7 p.m.

CONTEMPORARY AFRICA

CONTEMPORARY

AFRICA

A MOVING
EXHIBITION FROM
BMA HOLDINGS

BY EVELYN COGSWELL

he exhibition Shifting Views: People and Politics
in Contemporary African Art should be on the
“must-see” list of every PDPS member. This small
but powerful group of works on paper is curated by
Shannen Hill, Associate Curator for African Art, along
with Kevin Tervala, former Curatorial Fellow in Arts
of Africa, the Americas, Asia, and the Pacific Islands.
This, the first BMA exhibition of African contemporary
art, includes 27 outstanding prints, drawings, and
photographs by seven artists who either currently
live or have lived in Africa. Each of these artists
offers a pointedly political perspective on the lives
of Africans.

T
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For centuries artists have been influenced by their
current environmental conditions. At least as far
back as the 15th and 16th centuries, artists such
as Master E.S., Albrecht Dürer, and Hieronymus
Bosch were making prints with social messages.
Contemporary artists, too, are deeply affected by
current world conditions, and they express their
concerns through their works. This is clearly the
motivation of artists in the current exhibition in
the African Galleries on view through June 18.
The exhibition focuses largely on migration and
movement, specifically what causes people to move
and the effect their moving has on the environment.
The first work, All Facts Have Been Changed to
Protect the Ignorant (2000–2001) by Senam
Okudzeto, reminds us that much early migrancy
centered on the slave trade. People were treated as
commodities and assigned values according to their
ability to produce. The BMA work—labeled as a
fragment because it is part of a larger body of work
consisting of 20 to 30 drawings in all—consists of
four of the pieces, each containing a figure in an

athletic pose possibly trying to reach or hold on to
something. The images are drawn in black acrylic
over graphite and are shown as a collage of sorts
with added drawn lines connecting the parts. Each
piece is drawn on paper that gives the appearance of
an aged and torn slaving ship’s ledger. In the BMA’s
installation the pieces were arranged and the lines
were drawn according to the artist’s instructions.
The impact of the work is unsettling. Okudzeto was
born in the United States but also lived and worked
in Ghana, Nigeria, Britain, and Switzerland.
Included also are six etchings by Julie Mehretu,
who was born in Ethiopia and studied in Dakar,
Senegal; Kalamazoo, MI; and Providence, RI. This
series, Landscape Allegories (2003–2004),
addresses the effect humans have on the land.
These six trial proofs of her first print series are
bursting with dots, dashes, squiggles, and layers
of characters; they contain an amazing variety of
techniques including etching, engraving, color
etching, drypoint, aquatint, and lift ground. Every
print lover will want to hover in front of these works
for long periods—possibly with a magnifying glass—
to unravel their technical complexity, to ponder their
message, and above all to appreciate their beauty.
Whether you have a magnifying glass or not, be
sure to examine the nearby series of eight William
Kentridge etchings. In this series, entitled Industry
and Idleness (1986–1987), Kentridge addresses
the consequences of systematic racial bias in South
Africa known as Apartheid. The etchings tell the story
of two men in Johannesburg (Tom, a privileged white
man, and Harry, a hardworking but downtrodden
black man) who are required by the system to live
in entirely different circumstances. Kentridge takes

CONTEMPORARY AFRICA
Senam Okudzeto (Ghanaian, born 1972)
Fragment from the series “All Facts Have Been Changed to Protect the Ignorant,” 2000-2001
Acrylic over graphite
Sheet (each): 254 x 178 mm. (10 x 7 in.)
The Baltimore Museum of Art: Nathan L. and Suzanne F. Cohen Contemporary Art Endowment, BMA 2002.20.
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his inspiration for this series from William Hogarth,
who two and a half centuries before engraved his
satirical print series of the same name in hopes
in some degree of correcting barbarous behavior
of men in London. To follow the Kentridge story’s
characters on their progression toward demise, be
sure to refer to the helpfully descriptive titles on
the label next to the prints.
On another wall in the gallery we find two prints
with mixed media by Gavin Jantjes, who was born
in South Africa in 1948 and was an active critic of
Apartheid in the 1970s. The prints here are from his
most renowned work, South African Coloring Book,
1974–1975, a suite of 11 screen prints. Each print
has a tidy grid background, a small outline of a
watercolor box, and a rainbow colored strip. Then
the uniformity ends. The prints are combined
with photographs, newspaper clippings, drawings,

and texts that are radical expressions against
segregationist policy. One of the works has multiple
images of a woman on hands and knees cleaning
a bathroom that she may not use. The companion
piece depicts white policemen beating black people
who are protesting their evictions. Black police—with
hand-written identifications by the artist—hover
in the background. Both works contain actual
quotations from white government officials, one of
the most appalling being from John Vorster, Prime
Minister in 1968: “It is true that there are blacks
working for us. They will continue for generations,
in spite of the ideal we have to separate them
completely. Surely we all know that? The fact of the
matter is this: We need them, because they work for
us . . . but the fact that they work for us can never—
if one accepts this as one’s own criterion one will be
signing one’s own death sentence now—entitle them

© ROBIN RHODE. COURTESY THE ARTIST AND LEHMANN MAUPIN, NEW YORK AND HONG KONG
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Robin Rhode (South African, born 1976)
Pan's Opticon Studies, No. 2, 2009
From the series "Pan's Opticon Studies"
Photogravure
Sheet: 562 x 773 mm. (22 1/8 x 30 7/16 in.)
Plate: 489 x 732 mm. (19 1/4 x 28 13/16 in.)
The Baltimore Museum of Art: Roger M. Dalsheimer Photograph Acquisitions Endowment, BMA 2010.3.2.

There are works by two photographers in the
exhibition, David Goldblatt and Robin Rhode, both
born in South Africa. Goldblatt now works in Berlin,
Germany. Rhode remained in South Africa and works
in Johannesburg. The two artists are represented
here by very different works. Goldblatt is renowned
for his documentations of the progress of societal
changes and how these impact the landscape
and South African communities. He is well known
for his portraits of people in all walks of life, from
Nelson Mandela to domestic workers in Soweto3,
Johannesburg, and Hillbrow. He prefers not to pose
his subjects, but rather to capture them informally
as in conversation. In this exhibition the beautifully
presented photograph by Goldblatt shows Margaret
Mcingana in her home in Soweto in 1970. It is an
artful black-and-white depiction of the reclining
Mcingana in a sparsely but tastefully furnished
interior with a high, elegantly textured brick wall in
the background. Mcingana was a former domestic
worker who because of her prize-winning voice

In contrast, five photogravures—four of which are
shown here—entitled Pan’s Opticon Studies (2009)
by Robin Rhode, are also artistically and technically
beautiful but contain enigmatic and unsettling
images. The solitary black male subjects are wearing
hats, and on some images they have calipers or
architectural measuring devices attached to their
heads. These are references to the anthropological
measuring instruments and devices used by
pseudo-scientists in the 19th century to measure
skull size and facial features of select people
including prisoners. In at least one photo a nylon
stocking covers the subject’s head to somewhat
obscure his features. The title, Pan’s Opticon Studies,
is a play on the name of an 18th-century penitentiary
concept known as “panopticon,” devised by British
utilitarian philosopher Jeremy Bentham. The
penitentiary was known for being built like a tall
round tower with prisoners’ cells around the outside,
their exposed interior sides being easily observable
by the guards who were stationed in the middle.
Rhode is using this symbolism to address racebased surveillance measures.
There is much in this exhibition to recommend
more than one visit. There is a clear and pertinent
theme here with thorough labels to guide us as we
observe and study each work. The gallery itself
is welcoming and intimate and conducive to
meditative observation. But best of all, of course,
is the excellent quality of each individual piece.
Whether it is a drawing, a photograph, or a print,
the artistic and technical quality of each piece is
undisputed. Once again, we are very fortunate
to be able to enjoy and to benefit from the BMA,
its curators, and its many benefactors.

1

In 1992 South Africans began negotiations to end Apartheid,
and in 1994 Nelson Mandela became South Africa’s president.

2

This amazing process can be viewed on a video at
https://www.youtube.com/watch?v=iBGjftG1LvY

3

Soweto derives its name from its origins as a segregated
area named Southwest Township.

CONTEMPORARY AFRICA

Problems in Africa continue and therefore inspire
continued efforts on the part of artists to call
attention to the issues with a hope of effecting
change. In 2001 Diane Victor began her series,
Disasters of Peace, which relates to Francisco
Goya’s 19th-century Disasters of War. Victor has
since continued to be a strong voice in the effort
to correct shortcomings of the system, focusing
largely on the vulnerability of lives removed from
society. She expresses concern for prisoners and
also children who are out of the public eye and
apparently forgotten. Victor’s technique requires
her to mount her paper overhead and use smoke
from a candle to “draw” fragile images. In this
exhibit Victor’s two haunting works of a missing
child and an incarcerated man, Smoke Screen 7
and Smoke Screen 9 (2010), from her Smoke Screen
(Frailty and Failing) series are drawings she made
using the smoke carbon technique. The subjects
of these portraits have set jaws, but their eyes
express great pain.2

became well known as the singer, Margaret
Singana Zola, often referred to as “Lady Africa.”
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to claim political rights. Not now, nor in the future. It
makes no difference whether they are here with any
degree of permanency or not . . . under no
circumstances can we grant them those political
rights in our territory, neither now nor ever.”1

W H AT I S A B O O K ?

ARTISTS ASK THE QUESTION

COURTESY: MARY BOONE GALLERY, NEW YORK. © FRANCESCO CLEMENTE
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WHAT IS A BOOK?

Artist: Francesco Clemente. Author: Alberto Savinio. Translator: George Scrivani.
The Departure of the Argonaut, 1983–1986, published 1986
Book: 652 x 511 x 26 mm. (25 11/16 x 20 1/8 x 1 in.)
Sheet (page): 650 x 502 mm. (25 9/16 x 19 3/4 in.)
The Baltimore Museum of Art: The Ryda Hecht Levi Collection of
Illustrated Books, Bequest of Ryda H. Levi, Baltimore, BMA 2009.23

BY AMY HUNTOON

s our libraries morph into digital repositories,
the allure of the spring BMA show Off the Shelf:
Modern & Contemporary Artists’ Books is the
opportunity to reconsider the book, specifically the
artist’s book. How does the physical form of the
artist’s book relate to its content? How do we read
a book when the artist has experimented with
conventional formats? How does this change our
experience of a book?

A

Rena Hoisington, Senior Curator of Prints, Drawings
& Photographs, considered these questions with

11 college students this past year. Together they
developed the themes and content for this intriguing
book exhibit during her course, “Paper Museums:
Exhibiting Artists’ Books at The Baltimore Museum
of Art,” organized through the Program in Museums
and Society at Johns Hopkins University. This is the
second course that Rena has taught as a collaborative
effort with Hopkins. An earlier collaboration yielded
the exhibition Print by Print: Series from Dürer to
Lichtenstein. In this case, Rena “wanted to see how
students, in our increasingly digital age, would
engage with books physically as well as conceptually.”

After the students examined examples of artists’
books ranging from the late 19th century to the
present in the Samuel H. Kress Foundation Study
Center for Prints, Drawings & Photographs, they
faced the challenge of developing a definition
for the artist book. While many books take the
form of the traditional codex, a “sequence of pages
enclosed between two covers,” Rena, noted in an
article she wrote about her course: “Artists’ books
have assumed a diversity of forms.” Hopkins
senior Sarah Braver, who is majoring in art history,
described her experiences with artists’ books:
“During a visit to the JHU Special Collections, we
saw a few artists' books published by Flockophobic
Press, including one that took the form of a Chinese
take-out menu. Others assumed the form of shoes,
accordion books and wine bottles. One of my favorite
artists' books, Ed Ruscha's Crackers, is shaped like
a traditional book but has a nontraditional subject
matter. Crackers is based on a short story called
"How to Derive Maximum Enjoyment from Crackers."
The work features a collection of black-and-white
photographs with text including: “Race out of the
flop house, drive swiftly to a store and buy a small
box of saltines.… Place the box of crackers on the
nightstand beside the bed, take your clothes off, and
get into bed….” This 1969 work of offset lithographs
is in the exhibit.
Hopkins student Helena Arose, who is majoring in
archaeology and minoring in museum studies and
the history of art, explained what she learned from
working with material objects that are books. “When
working with artists’ books, reading can take many
forms. It was interesting to work with these books
as artifacts because you had to hold and interact

As the students explored this creative world, they
helped to develop a list of exhibit themes. Rena
edited their contributions into the following themes
for the spring show: Animals, Pablo Picasso, Not
Just for Kids, Henri Rivière, Form, Handmade Paper,
Wassily Kandinsky, Typography, Stéphane Mallarmé,
Notable Collaborations, Robert Creeley, Petersburg
Press, Ambroise Vollard, and Dieter Roth.

W H AT I S A B O O K ?

with them, sometimes turning them upside down
or lifting them up or examining a pop-up element,
which is very different from reading a codex or
reading something digitally. It takes more time
and more contact.”

Rena intentionally did not include Matisse’s work in
this show because “visitors can regularly see his
work at the BMA in the collection galleries and in
special exhibitions.” He has been well represented
and well exhibited at BMA in recent years. She
explained that “this is a good time for a look at other
works in the collection” and less exhibited artists
such as Barry Moser, a noted wood engraver.
Rena graciously previewed for me several of the
exciting works that will be on display. She noted
that digital technology available in the galleries will
enhance the experience of reading the artist books.
The French artist Henri Rivière’s (French, 1864–1951)
Thirty-Six Views of the Eiffel Tower (1888–1902),
published in 1902 by Eugène Verneau as a bound
volume of 36 color lithographs, shows 36 views of
the construction of the Eiffel Tower. Conceptually
influenced by Hokusai’s Thirty-six Views of Mt. Fuji,
Rivière’s lithographs are based on photographs
taken with a square format camera. In Off the Shelf’s
book nook, the museum-goer can closely study a
selection of digital photographs of the two-color
lithographs in the BMA’s copy of this book (#92 of
500 copies published) on an iPad. Visitors also will
be able to page through a facsimile edition of this
breathtaking work, published by Chronicle Books
in 2010.
What to put on the walls is always an important
question when planning a show. In the case of the
artists’ books, groups of prints issued separately
from the bound volumes allow spreads to be shown
on the wall in the Notable Collaborations section

17

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

“The artist’s book,” defined by Dr. Elizabeth Rodini,
Director of the Programs in Museums and Society,
“is both a work of art that’s a book, and a book
that’s a work of art.” Students from Johns Hopkins
University, Loyola University and the Maryland
Institute College of Art grappled with big questions:
What can artists do with the book form that artists
can’t do with other forms? What is the range?
What discoveries are made? The answers to these
questions, in the form of more than 100 books and
prints, will be on display from March 12 through
June 26 in the May Galleries.

W H AT I S A B O O K ?

the Brothers Grimm. Here was a challenge for the
students: how to choose spreads that offer a good
correspondence between the story and the image
and effectively represent the entire book. Students
researched and wrote label texts that provided the
raw material for the exhibition labels.

© 2017 ARTISTS RIGHTS SOCIETY (ARS), NEW YORK / ADAGP, PARIS

A large number of works featured in the show are
by Swiss-German artist Dieter Roth. While his work
was exhibited in the Front Room years ago, the
books in this show by this multi-media artist have
never been exhibited at the BMA. A particularly
amusing portfolio 6 Piccadillies (1969–1970)
consists of 6 double-sided prints which derive from
an enlarged offset lithograph of a picture postcard
of Piccadilly. In addition, 14 volumes from his larger
book series Collected Works from the 1970s and
1980s are on display.
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Henri Rivière (French, 1864–1951)
Thirty-Six Views of the Eiffel Tower, 1888–1902, published 1902
Bound volume of color lithographs and text
Book: 232 x 293 x 20 mm. (9 1/8 x 11 9/16 x 13/16 in.)
Sheet: 270 x 225 mm. (10 5/8 x 8 7/8 in.)
The Baltimore Museum of Art: Purchased as the gift of
Louis Berman, Glyndon, Maryland, BMA 2001.290.

of the show and feature works by contemporary
artists. There are pairings of 20th-century New York
artists and New York poets: artist Grace Hartigan
and poet James Schuyler, artist Joan Mitchell and
poet John Ashbery, artist Mike Goldberg and poet
Frank O’Hara, and artist Alfred Leslie and poet
Kenneth Koch.
For the 1960 unbound book Stones by artist Larry
Rivers and poet Frank O'Hara, all 13 lithographs will
be hung on the walls along with the blue cover. The
title refers to the lithographic stones used to make
the lithographs. This format required Frank O’Hara
to write his poems backwards on the lithographic
stones so they would read correctly when published.
Another unbound work on display will be Joan Miró’s
and Paul Éluard’s Ready for Anything, published by
Gérald Cramer in 1958.
Rena’s students selected six etched illustrations
from David Hockney’s Six Fairy Tales (1970) by

Perhaps one of the biggest design challenges for this
exhibition is the display of 3D objects. The display of
books poses very different problems from matting,
framing, and mounting prints on the wall. Rena
described the challenge of displaying Kiki Smith’s
1998 book Tidal, published as photogravures
on Hahnemuehle paper and photolithographs on
Kizukishi paper. Rena conferred with Exhibition
Designer Karen Nielsen and former Paper Conservator
Tom Primeau. They decided to display Tidal out of its
box case, unfolding the accordion folds and draping
it in a peak and valley formation to show the faces
of the Moon printed above views of waves at Coney
Island. The format of the display echoes the content
of the work.
Reading museum labels and carefully noting the
acquisition of works might not be PDPS members’
top priority when visiting this show. It is worth
noting, however, that the hard work PDPS did to help
present the Print Fair generates funds for the Print,
Drawing & Photograph Society Fund. Using these
funds, BMA curators have purchased works for
the Museum collection from the Print Fairs. Four
books, purchased with funds from proceeds from
Contemporary Print Fairs, are on display: The Magic
Magic Book (1995), Xerox Book (1968), Papers of
River Muds (1990), and A Throw of the Dice Will
Never Abolish Chance (1992). PDPS member Nancy
Patz has loaned to the exhibit the book Pictures by

Hopkins senior Helena Arose enjoyed participating
in organizing the exhibit because “it helped show
me what museum work actually entails at different
levels and made things I have studied in my museum
courses more concrete.” Sarah Braver described
the many tasks the class tackled: “We went through
multiple drafts of object labels to ensure they were
accessible, succinct, and educational; discussed
social media promotion of the show; deliberated
on the exhibition installation; examined possible
conservation issues, page openings and mounts
for the artists' books; and brainstormed related
educational programming.” She hopes museum
visitors “experience the excitement that our class
did when working with these book arts.”

ART © ESTATE OF LARRY RIVERS AND ULAE/LICENSED BY VAGA, NEW YORK, NY
PUBLISHED BY UNIVERSAL LIMITED ART EDITIONS

Helena sums up the exciting discoveries that lie
ahead for the viewers of this show. “Sifting through
many artists’ books changed my perception of what
a book is or what it can be. Before this class I only
thought of the book as a codex that was read in

Book Arts Baltimore, an exciting informal partnership, will
help promote the BMA exhibition with special programming,
listing events on their website: http://krieger.jhu.edu/
museums-society/book-arts-baltimore/

W H AT I S A B O O K ?

a certain way, but looking through artists’ books
expanded my understanding of the concept of a
book as something that can take many forms and
be read different ways, or can have no words at all.”

You also can read more about Rena’s college course and the
student experience in shaping this exhibition at:
• http://krieger.jhu.edu/magazine/2016/04/26/the-art-ofthe-book/
• http://www.archivejournal.net/issue/5/notes-queries/
some-thoughts-on-working-with-students-to-organize-anexhibition-of-artists-books/
RELATED EVENTS
• Members Night Off the Shelf on Thursday, March 16, 6-8pm.
• Books and Brunch: May Castleberry and Rena Hoisington,
Saturday, April 15, 11:30am. Free, reservations required.
• Avant-Garde Book Club, Sundays March 19, April 30, and
May 21 at 3pm. Each gathering focuses on a single artist’s
book. Information, call 443-573-1836.
• Book-Making Workshop on Thursday, April 6, 6-8:30pm.
Tickets available at artbma.org.
• Rena will give a curator tour of Off the Shelf: Modern &
Contemporary Artists’ Books at the annual PDPS meeting
on June 11.

Larry Rivers (American, 1923-2002)
Stones: To the Entertainment of Patsy and
Mike Goldberg, 1958, published 1960
From the book "Stones"
Crayon lithograph
Sheet: 482 x 590 mm. (19 x 23 1/4 in.)
The Baltimore Museum of Art: Gift of Ruth M. Bernstein,
Baltimore, BMA 1974.55.8.
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Robert Creeley with lithographs by Jim Dine. Another
source to celebrate is the Ryda Hecht Levi Collection
of Illustrated Books. Works from this collection by
Henri de Toulouse-Lautrec, Pierre Bonnard, Wassily
Kandinsky, Fernand Léger, Pablo Picasso, Jasper
Johns, and David Hockney shine in this show.

ADAMS-FRIEDLANDER COLLECTION

ADAMSFRIEDLANDER
COLLECTION
ARTWORKS ANIMATE
BOLTON HILL TOWNHOUSE
BY SCOTT PONEMONE

he Bolton Hill streetscape is wonderful. One
stately, brick, 19th-century townhouse after
another. Each with a lengthy history. Each with
delights behind the front door. This April, Virginia
(Ginny) Adams and Neal Friedlander will open their
Bolton Hill door to the Print, Drawing & Photograph
Society to introduce members to their collection of
large-scale color photographs, intimate minimalist
prints, and a spectrum of Grace Hartigan artworks.

T
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PHOTO BY SCOTT PONEMONE; COURTESY OF MATTHEW BRANDT

Both Ginny and Neal began their careers as lawyers
for Piper & Marbury. Neal left the firm in 1977 to
attend medical school. He became an internist
and is now Chair of the Department of Medicine at
Greater Baltimore Medical Center. Ginny became a
partner at Piper & Marbury and practiced corporate
and securities law there for 22 years.
Then she said, “In 1997 I entered graduate school
at the University of Maryland, College Park, and
received an M.A. and Ph.D. in art history. Although
I had always been interested in modern and
contemporary art, my academic interest was
piqued by my participation in FoMACA, including
as president, and training as a docent in the first
group that the BMA trained at night to work with
adults on weekends.”
Ginny Adams and Neal Friedlander are in their dining room beside Matthew
Brandt’s Wai'anae 92509 (chromogenic print buried in Wai'anae, Hawai’i, 2015).

ADAMS-FRIEDLANDER COLLECTION
Timothy App, Untitled, 1999, solar plate etchings, paper 15 x 20 inches,
editions of 20, published by Goya Contemporary/ Goya Girl Press

Ginny said her dissertation focused “on the discourse
surrounding the advent of large-scale photography
and the so-called 'return to painting' around 1980.
The practices of Jeff Wall and Gerhard Richter figure
as touchstones in that they used both painting and
photography in entirely different ways.”

to decipher the space behind the wall, and the red
stain along the bottom is the color of the earth that
has seeped into the concrete over time.”

Then a splash of color on the wall opposite the
window grabs your eyes. It’s West Broadway (1989),
a huge canvas by Grace Hartigan. It represents the
Her interest in large-scale photography is
Adams-Friedlander early collecting interests. As
immediately apparent upon
Ginny recalled, “We began looking
entering their spacious living room.
at art in Baltimore and New York
COLLECTORS' VISIT
To the left of the door is African
in the early 1980s. We initially
PDPS members are invited
Earth 4 (2009) by South African
were attracted to colorful abstract
to view the collection of
photographer Mikhael Subotzky.
painting, particularly the work of
Ginny
Adams
and
Neal
Ginny said, “It is emblematic of
Grace Hartigan. Costas Grimaldis
Friedlander
on
Sunday,
Apartheid, which although outlawed
[of the C. Grimaldis Gallery in
April 23, at 1pm or 3pm.
in the early 1990s, lives on in
Baltimore] was instrumental in
obvious ways. At first glance the
introducing us to her work, taking
image appears abstract, but it is actually a picture
us to an opening in New York, as well as to her studio
of a wall of the kind that surrounds housing
in Fells Point. We were lucky to get to know Grace.
developments for protection from crime, which we
Consequently, we have examples of her work in
learned in Cape Town is ubiquitous. The subtle line of all mediums and over a fair span of her career.”
greenery along the top of the photograph allows one
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© TIMOTHY APP. COURTESY OF GOYA CONTEMPORARY/ GOYA GIRL PRESS

COURTESY OF MATTHEW BRANDT

Matthew Brandt’s Wai'anae 92509 (chromogenic print buried
in Wai'anae, Hawai’i, 2015)

ADAMS-FRIEDLANDER COLLECTION

While galleries like Grimaldis have been instrumental
in their collecting, so has the Baltimore Museum
of Art. “As I look at what we have,” Ginny said, “it is
clear that exhibitions at the BMA and the Print Fair
have been significant influences. Brenda Richardson
helped us select a print by Sol Lewitt at the 1991
Print Fair, and the Brice Marden exhibition, curated
by Brenda at the Museum in 1993, led to our buying
one of his Cold Mountain Series prints. One of my
favorite prints is by Gerhard Richter—a print of a
photograph that he took of his studio in Dusseldorf
in 1968. Given my study of Richter, it has special
meaning. That also came from the Print Fair.”
When Ginny escorts you into her dining room, you
might well be entranced as I was upon seeing a huge
photograph of jungle vegetation. But the irregular
edges of Wai’anae 92509 (2015) by Matthew Brandt
tell you it’s much more than a simple photo. Ginny
said, “It is reflective of our developing interest in
photographic processes that have emerged among
some contemporary photographers. The work began
as a 4-part chromogenic print of dense vegetation in
Hawaii that Brandt wrapped in burlap and buried for

PHOTO BY SCOTT PONEMONE

22

Walter Rosenblum, Untitled photograph

several months at the site. The object deteriorated
from exposure to dirt and dampness, so the image of
the foliage is degraded and screened by the weave
of the fabric. Thus, this picture represents not only
the vegetation, but also the effects of its precise
location. This process is similar to that of Brandt’s
pictures of lakes in the western U.S., which he
soaked in water from the lakes they depict. There is
a fascinating mixture of material, site, and image.”
Among the rooms upstairs are separate studies for
Neal and Ginny. I suspected the choice of artwork in
these workspaces would say a lot about the person
who worked there. So I asked Neal and Ginny to
talk about the artworks in their respective studies.
“With respect to the works in my office,” Neal
said, “they represent two different periods in my
collecting life. The first relates to my admiration
for artists and their ability to create in ways that
I cannot imagine myself doing. The Grace Hartigan
painting Early November (1959) was a piece in
which the gestural energy and the certainty with
which it was applied, even after so many years

ADAMS-FRIEDLANDER COLLECTION

of looking at it, still takes my breath away. At the
same time Timothy App’s discipline and precision
are in contrast to Hartigan’s seemingly powerful
brush strokes but cause me to step back and again
and again try to decipher the meaning of the work.

Dan Graham, View Interior, New Highway Restaurant,
Jersey City, N.J., two Ektacolor photographs, 1967

These are just some of the artworks that delight the
eye and intrigue the mind at Ginny’s and Neal’s 1869
Bolton Hill townhouse. Don’t forget to check out their
lovely ground-level kitchen. Restoring the kitchen
to its original location was their one major change
to the house after they moved there in 1988.

© SEAN SCULLY

About the couple’s minimalist images, Neal described
one of his selections: “Sean Scully’s Union Grey
(1994) was a piece I bought in Philadelphia without
the typical slow consideration which I do with most
purchases because I thought it captured how an
artist could develop a certain language and over
long periods of time make each piece still resonate
with the viewer.”
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Sean Scully, Union Grey, etching, 1994
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In Ginny’s study I asked about a stacked double
image inside a fast-food joint. She replied, “The Dan
Graham work, View Interior, New Highway Restaurant,
Jersey City, N.J. (1967), two Ektacolor photographs,
never ceases to stun me. First, because it relates
to Graham’s “New Homes for America,” a series
consisting of black-and-white photographs of
tract houses first published in a magazine that
emblematize both conceptual and minimal ideas,
and second, because the two photographs, in a very
deadpan way, show two views inside a fast-food
restaurant like McDonald’s at the moment that
they began to proliferate. Moreover, one can almost
psychoanalyze the family of three seated on stools
shown from behind. We saw this work in a gallery
in L.A., and because I couldn’t get it out of my mind,
we bought it several years later.”

PHOTO BY SCOTT PONEMONE

“My most recent purchases have involved
photographs. The two ‘street’ photographs by Walter
Rosenblum, a member of the Photo League, were
spontaneous but are as carefully composed as any
I have ever seen, and the story possibilities are
endless. Richard Kagan’s photography of clothing
shears reminds me of my family’s history. Finally
the issues raised by Genevieve Cadieux’s photograph
of a hand brushing over a man’s chest will never
be resolved.”
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OR HOW I OVERCAME
PAIN IN SPAIN

PHOTO BY SCOTT PONEMONE
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MY LEFT-HANDED
SKETCHBOOK

Fado performers from Nancy Patz’s left-handed sketchbook.

BY NANCY PATZ

always pick the paper for my trip sketchbook and
choose a small travel paint set and ink-filled
pens and brushes long before I think about what
clothes I’ll take. That’s because my sketchbook is the
most important thing I take on a trip. It’s how I bring
back the people and paintings, vistas and vineyards,
octopus lunches, and anything else I especially
want to remember. It’s the essential equipment of
my journey.

I

So when painful tendonitis put my right arm out
of commission, I had no choice but to use my left
hand—although I had little hope that I’d draw a
decent sketchbook.
(“It’s only paper after all”—that’s what I would have
told my painting students. And, as my mother-in-law
said about spaying the dog, “Let’s try it once!”)

Here’s what I discovered: The drawings were often
not half bad. The writing looked straight out of
kindergarten.
Why should that be? Why should my left hand draw
better than it writes? What was going on in my brain?
Assigned to write an article exploring these questions
by the Newsletter editor, I began my investigations
and learned some interesting things right off the bat:
Historically, there seems to have been an inherent
prejudice against left-handedness, perhaps because
most people were right-handed, and left-handed
people stood out as different, worthy of disdain.
(The Latin word for left is sinister, meaning ominous
or treacherous; the word for right, dexter, means
skill or adroitness. The same revealing sort of
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Museo Archeologico from Nancy Patz’s left-handed sketchbook.

may have been ambidextrous), George W. Bush,
Bill Clinton, and Barack Obama.

As a particularly cringe-making example of the strong
prejudice against a child’s left-handedness, there’s
the example of poor Nelson Rockefeller. At the dinner
table his father would jerk a string tied to a rubber
band on his son’s left wrist whenever Nelson would
attempt to eat with his left hand. As an adult Nelson
had trouble reading his prepared speeches because
he read backward from right to left. Scientists think
his father’s fierce determination to change his son’s
left-handedness may well have been the cause.

And let us note in passing that Raoul Dufy, M.C.
Escher, Hans Holbein the Younger, Paul Klee, and
Leonardo da Vinci were left-handed as well. (Forensic
evidence of this involves the orientation of shading
lines. Typically, right handers hatch from right to
left, and left-handers hatch from left to right.)

PHOTO BY SCOTT PONEMONE

The good news: Sociologists now say that age-old
prejudices against left-handedness seem to be
disappearing. Perhaps the fact that six of our recent
presidents have been left-handed has had an effect:
Harry Truman, Gerald Ford, Ronald Reagan (who

Prado images from Nancy Patz’s left-handed sketchbook.

Which brings us back to the question of drawing
and writing with the left hand, especially when one
had never done so before.
The whole concept of drawing a sketchbook with
my left hand was extremely unnerving. I decided I’d
better practice. I made a small sketchbook with the
same paper I’d be using on the trip. I put into my
pocketbook my favorite fountain pen, my Pentel
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comparison can be found in French and in AngloSaxon-derived English.)

M Y L E F T- H A N D E D S K E T C H B O O K

Pocket Ink Brush with ink in its cartridge, and my
treasured Pentel water brush, which provides a
wash when I squeeze the water cartridge. My first
model was Homer, my handsome corgi. Encouraged,
I sketched people in the physical therapist’s waiting
room, then flowers and landscapes and such.
I learned again that less is indeed more; it was easy
to do too much. But that’s always true. I was getting
the hang of this new, left-handed way of connecting
with the page—and by departure time I wasn’t
even nervous.
As we traveled through Portugal and Spain, I drew
what I’ve always drawn—whatever spoke to me.
I draw quickly, which is convenient when the group
is walking steadily through a town of small winding
streets. I used the brushes and pens I love and
added watercolor sometimes at night in the hotel
room. I pretty much forgot I was drawing in a strange
new way.
It was only when I got home that I began to wonder
why the drawings, all in all, had worked out pretty
well and the writing looked so elementary.
After extensive research here’s my theory: Forcing
a change in handedness works against the natural
organization of the brain. That is, the left hemisphere
organizes the right side of the body, and the right
hemisphere organizes the left side.

PHOTO BY SCOTT PONEMONE
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Santiago de Compostela images from Nancy Patz’s left-handed sketchbook.

In childhood my left hemisphere learned how to
write; it directed my right hand’s control and practice
of writing year after year after year. Of course, it
controlled my drawing, too. But the fact is that
there’s lots more freedom in drawing than there is
in writing. Letters and numbers must be written
exactly if they’re to be legible. Unless one draws
precisely—like an architect, say—an artist has
more leeway in the movement of her hand when
she’s drawing than when she’s writing.
So my left-handed images could be looser than
usual, drawn with less control than usual, and still
catch some impression of the subject. If the lines
of my Gaudí cathedral are more wiggly than they
would have been if drawn by my right hand, so be
it. (A left-handed splash of watercolor only adds to
the breeziness of the drawing.)
As to the wobbly kindergarten letters of the
written words, I’ve decided not to be too critical.
My enfeebled right hemisphere just hadn’t had
much practice.

1

Although information from numerous online articles has
been included here, my main source, of course, has been
Drawing on the Right Side of the Brain, The definitive, 4th
edition, by Betty Edwards, a TarcherPerigee Book, NY, NY,
1979, 1989, 1999, 2012.

KEN ROYSTER’S
UNBLINKING PHOTOS
OF BALTIMORE
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RECENT ACQUISITIONS

Kenneth Royster (American, born 1944)
Elderly Couple, 1998
Gelatin silver print
Sheet: 508 x 610 mm. (20 x 24 in.)
Image: 450 x 580 mm. (17 11/16 x 22 13/16 in.)
The Baltimore Museum of Art: Purchased as the gift of
Dr. Peyton Eggleston, Baltimore, BMA 2016.145
BY URSULA WEST MINERVINI

n the spring of 2016 the James E. Lewis Museum
of Art at Morgan State University mounted a
retrospective exhibition of photographs and prints
by Kenneth (Ken) Royster, whose work often
focuses on African-American communities in and
around Baltimore. Included in the exhibition were
works created over the past 40 years, when Royster

I

taught and served as chairperson of Morgan State
University’s Department of Fine and Performing
Arts. Before accepting the position at Morgan State,
Royster taught middle and high school students
in Baltimore City Public Schools and worked as a
graphic artist at WJZ TV.
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Kenneth Royster (American, born 1944)
Dawson Family Memorial, 2006
Gelatin silver print
Sheet: 508 x 705 mm. (20 x 27 3/4 in.)
Image: 450 x 375 mm. (17 11/16 x 14 3/4 in.)
The Baltimore Museum of Art: Purchased as the gift of
Dr. Peyton Eggleston, Baltimore, BMA 2016.146

A Baltimore native, Royster studied art at Morgan
State and the Maryland Institute College of Art
(MICA). He focused on painting and printmaking
during his graduate studies at MICA, but after
finishing his degree he found himself drawn to
photography, which became his primary artistic
medium. Royster has long been interested in
documenting people and their environment and
has created several extended photographic series.
African-American communities in and around

Baltimore have been consistent subjects. Royster’s
work has also taken him to various communities
around the United States, to Namibia in 1993 on a
Fulbright-Hays Study Grant, and to Cuba in 2015.
One of Royster’s longest-running bodies of work is
the “Praise” series, which documents AfricanAmerican churches and congregations. Images
from the series were exhibited at the BMA in 1998,
in A Show of Faith: Photographs by Carl Clark, Bob
Houston, and Ken Royster. Between 2003 and 2010

I first encountered Ken Royster’s work in early
December, 2016, when I visited the Samuel H. Kress
Foundation Study Room of Prints, Drawings &
Photographs at the BMA to view a group of recently
acquired contemporary works on paper. Morgan
Dowty, Curatorial Assistant for the Department of
Prints, Drawings & Photographs, had laid out a rich
array of prints, drawings and photographs. These
included prints by familiar favorites such as Leonard
Baskin, Jim Dine, and Helen Frankenthaler, as well as
works by many artists who were new to me. I was
attracted to a series of graphic, colorful screen prints
by Harold Krisel and a large, atmospheric drawing by
Norman Lewis. There were also a pair of silver gelatin
silver prints by Ken Royster: Elderly Couple (1998)
and Dawson Family Memorial (2006). They were
purchased as the gift of PDPS member Peyton
Eggleston following the retrospective of Royster’s
work at the James E. Lewis Museum of Art. Intrigued
by the images and attracted by the opportunity to
learn more about the artist, I chose to write about
the two photographs.
Not long after my initial visit I returned to the BMA
for a second look at Ken Royster’s work. Rena
Hoisington, Senior Curator of Prints, Drawings &
Photographs, had set out the two newly acquired
works, as well as a photograph already in the BMA
collection, a river baptism image from the “Praise”
series titled From the River (1995). Rena offered to
put me in touch with the artist, and he graciously
invited me to meet with him in his home. Royster
showed me a selection of his photographs, his art
collection, and his darkroom. I learned a bit about the
technical aspects of his photography and also got
a sense of how he approaches the artistic process.

Discussing his approach to
taking pictures, Royster
stressed the importance
of gaining people’s trust.
He spends time getting
to know the community
and engages people in
conversation to make them
feel comfortable before
photographing them.
In the statement accompanying his recent
retrospective exhibition, Royster expressed the hope
that his work “reveals some truth about a small part
of our common humanity.” The artist’s commitment
to see and document the communities he visits and
inhabits resonates powerfully through his images.
Royster’s photographs are beautifully printed. He
skillfully uses composition, framing, light, and
darkness to create emotional complexity. But they
also feel fresh and honest, not contrived or staged.
In looking at his images I am struck first by his
human subjects, and on longer observation I notice
the multitude of details that give the images their
emotional weight. The prints acquired by the BMA
powerfully embody these qualities.
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Royster uses both film and digital cameras. For
black-and-white images he tends to use film, and the
images are usually darkroom printed, although he
also scans them as a backup. When working in color,
he generally uses a digital camera and makes archival
ink prints. Discussing his approach to taking pictures,
Royster stressed the importance of gaining people’s
trust. He spends time getting to know the community
and engages people in conversation to make them
feel comfortable before photographing them. Royster
also talked about recognizing and photographing
what French photographer Henri Cartier-Bresson
called “the decisive moment” through a combination
of experience, attentiveness, and luck.
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Royster regularly visited neighborhoods in East
Baltimore, where rapid change was taking place and
residents were being displaced by a controversial
urban renewal project, East Baltimore Development
Incorporated. Supported by the Annie E. Casey
Foundation and Art on Purpose, Royster shot an
estimated 10,000 images and printed 400 of them.
Images from the “East Baltimore Transformation”
series appeared in the 2009 exhibition East Side
Stories: Portraits of a Baltimore Neighborhood, Then
and Now at the Reginald F. Lewis Museum.
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Elderly Couple depicts a pair of East Baltimore
residents, a man and a woman, seated in front
of a formstone rowhouse. Though both are facing
forward, they seem to be looking past the
photographer. During our conversation Royster
described the circumstances under which this image
was created. He was walking to his car after an
afternoon spent working with Baltimore teenagers
as part of a youth photography program when he
noticed the couple sitting on their stoop. As is his
practice, Royster asked for permission to photograph
them. The man agreed, although not with
enthusiasm; the woman did not speak at all; and
Royster proceeded to frame the shot. As he was
doing so Royster noticed a glass of water sitting
between them. It became a focal point for the image.
The glass is in crystalline focus, with beads of
condensation on its surface. My eye is drawn to it:
an alluring point of cool stillness at the center of
the composition. In contrast, there is a sense of
challenge or unrest in the figures. Their hands are
blurred as if in motion and their gazes extend into
the distance. Royster says that he wondered which
person the water belonged to, but neither the man
nor the woman took a drink while he was there.

With two white roses on her breasts,
White candles at head and feet,
Dark Madonna of the grave she rests;
Lord Death has found her sweet.
Her mother pawned her wedding ring
To lay her out in white;
She'd be so proud she'd dance and sing
to see herself tonight.
The contrast in the poem between the heavy
sadness of a young woman’s death and the
beautiful, ephemeral things that she would have
loved is paralleled in Royster’s photograph; the toys
and balloons mounded outside the burned building
are a bittersweet outpouring of love for people who
are gone and unable to appreciate them.

Dawson Family Memorial documents the Dawson
family row house at 1401 E. Preston Street. In 2002
the house was firebombed as retaliation after the
family had repeatedly reported drug-related activity
in their neighborhood. Angela Dawson and five of
her children perished in the fire. Carnell Dawson, the
father, escaped by leaping from a second story window
but later died of his injuries. Royster photographed
the house four years after the tragedy as part of an
ongoing series documenting street memorials. The
windows and door are boarded and dark, and upswept
scorch marks mar the exterior of the building. The
front stoop is covered in stuffed animals and balloons,
with more toys and photographs arranged in and
atop a tent on the sidewalk. Royster described the
somber mood of the site where even the passing
cars slowed as if in a funeral procession.

Ken Royster credits the photographer Roy DeCarava
(1919–2009) as a major influence on his work.
DeCarava is known for documenting both famous
jazz musicians and ordinary people in his Harlem
neighborhood. There are obvious similarities
between the subject matter DeCarava is known for
and Royster’s own interest in photographing people
of color in the context of their communities. There
are also strong parallels in the ways that both
artists notice and utilize composition, details of the
environment, light, and texture to convey meaning
and emotion in their pictures. The dramatic use of
geometry and contrast between light and darkness
in DeCarava’s photographs is also apparent in
Royster’s work. Elderly Couple, for example, is
composed of interlocking light and dark shapes. The
dark steps, doorway and window frame are balanced
against the bright formstone and venetian blinds.
Even the laced patterning of a folding chair in which
the woman is seated continues the interplay of light
and dark. In Dawson Family Memorial I noticed a
bright wedge of sky between the burned rowhouse
and the edge of the print. The angle makes it
appear that the building is leaning precariously and
contributes to the sense of sorrow and fragility
conveyed by the photograph’s subject matter.

Royster paired some of his photographs from the
street Memorial series with short poems by writers
of the Harlem Renaissance. Dawson Family Memorial
was matched with “A Brown Girl Dead,” a poem by
Countee Cullen:

Though he has retired from teaching, Ken Royster is
busy with both new and continuing bodies of work.
He is working on an ebook that will feature selected
photographs from the series shot in Namibia, the
“East Baltimore Transformation” series, and perhaps

guarded, and the brightly painted buildings and
vintage cars seemed as if they could easily fall apart.
The vivid hues in the photographs as he initially
printed them may have been visually accurate, but
they did not match Royster’s impressions of the
place and people. He is experimenting with
desaturating and reprinting some of the Cuban
images in order to better reflect his experience.
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images from the “Praise” series, which is ongoing.
A new body of work will be images of young people
who are learning horseback riding through an
organization called The City Ranch, a nonprofit that
brings horses to public schools and the Baltimore
community. Royster is also exploring the use of color
in the photographs from his 2015 trip to Cuba. He
described the people he met on his trip as kind but

Kenneth Royster (American, born 1944)
From the River, 1995
From the series "Black Church"
Gelatin silver print
Sheet: 508 x 405 mm. (20 x 15 15/16 in.)
Image: 378 x 378 mm. (14 7/8 x 14 7/8 in.)
The Baltimore Museum of Art: Purchased as the gift of the Joshua Johnson
Council in Honor of Arnold L. Lehman, Director of The Baltimore
Museum of Art, 1979–1997, BMA 1997.175
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The Baltimore Museum of Art
10 Art Museum Drive
Baltimore, MD 21218-3898

PDPS EVENTS THIS SPRING
COLLECTORS’ VISIT
Sunday, April 23, 1pm and 3pm
PDPS is invited to view the collection of Ginny Adams and
Neal Friedlander. Two sessions will be held in the afternoon.
PRINCETON DAY TRIP
Saturday, May 20
PDPS will visit the Princeton University Art Museum and
Firestone Library.
ANNUAL MEETING
Sunday, June 11, 2pm
Rena Hoisington will give a tour of Off the Shelf: Modern &
Contemporary Artists’ Books, followed by a reception at Gertrude’s.

MEMBERSHIP HOTLINE
Join the The Print, Drawing & Photograph Society today to
participate in the exciting events listed to the left. 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
Additional contributions can be made for PDPS acquisitions
or for PDPS student scholarships.
PDPS membership and contributions are 100% tax deductible.

FOR PRINT FAIR SCHEDULE, SEE PAGE 4.

