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Camp Success student Khiya Williams
carefully lifts the paper to reveal her print.

FIRST IMPRESSIONS: Recent MICA
grad Terron Sorrells leads a printmaking
workshop for Baltimore youths at
Camp Success. 1 4
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PRESIDENT’S LETTER

Dear Members of the Print, Drawing and Photograph Society:
I have just finished reading a draft copy of this wonderfully informative Fall 2016 Newsletter so
ably prepared by Editor Scott Ponemone and Contributing Editors Amy Huntoon, Amy Beverungen,
Evelyn Cogswell, Ursula West Minervini, and Nancy Patz. All I can say is, wow! How fortunate we
are as members to have this publication delivered twice a year.
The article “Guerrilla Girls: Strength in Anonymity” introduces us to the feminist art group Guerrilla
Girls and previews an exhibition of their work curated by Senior Curator of Contemporary Art
Kristen Hileman. Kristen will lead PDPS on a tour of the exhibition at our opening reception on
September 29. It will be fun to talk about what will certainly be very diverse reactions to the
artists and their art.
We have long anticipated the fall arrival of the Matisse/Diebenkorn large-scale exhibition
co-curated by Senior Curator and Department Head of Painting and Sculpture Katy Rothkopf.
The exhibition is a collaboration with the San Francisco Museum of Modern Art. “Richard
Diebenkorn: The Matisse Effect” in this Newsletter further whets our appetite for this
groundbreaking exhibition. Katy will lead PDPS on a tour of the exhibition on November 17.
Last Spring Associate Curator of Prints, Drawings and Photographs Ann Shafer, and artist, art
historian and MICA faculty member Trudi Ludwig Johnson treated PDPS members to a very
special tour of Peter Milton: Etching Enigmas at the Evergreen Museum and Library. In “In
Search of Peter Milton: A Journey,” Trudi chronicles Ann’s and her own voyage co-curating
this exhibition and introduces us to Peter Milton, whom we will hear speak on October 4.
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Terron Sorrells is a 2016 printmaking graduate from MICA who taught a summer workshop
for Baltimore City youth on how printmaking can be used to express racial issues. “First
Impressions: Introducing Baltimore Youth to Printmaking” explains how the workshop
unfolded and how Terron, a PDPS student scholarship recipient, connected with the BMA.
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member. “Shadra Strickland: Reduction Linocuts for Children” introduces us to how she
creates the images for her newest book. It is so interesting and detailed. I look forward to
reading Shadra’s completed book.
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Conservation, Tom Primeau, who recently left the BMA after 18 years. We will miss Tom, but
wish him well in his new role.
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I hope that each of you will enjoy this Newsletter as much as I did.

Nicole Clark, Stanton Design

PDPS will be celebrating a major milestone in 2018—our 50th anniversary. The board has
convened a committee, led by Judy Katz, to plan for this special occasion, and we’ll be unveiling
plans as they develop. What we know at this time is that Senior Curator and Department Head
of Prints, Drawings and Photographs Rena Hoisington will be curating an exhibition featuring
works that PDPS enabled the Museum to acquire. We will also publish a special Newsletter
and hope to raise funds for a special gift to the Museum in honor of our 50th anniversary.

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.

This is my first letter as President of PDPS. I am honored to serve PDPS in this capacity and
grateful for the mentorship of my predecessor Susan Weiss. I am a long-time PDPS member
and have been a board member for about six years. While I know many of you, I look forward
to meeting many more of our members during the next two years and to working with the
entire board to develop stimulating and fun educational programming.
Sincerely,
Francine Krumholz, President

A JOURNEY
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IN SEARCH OF
PETER MILTON:

PHOTO: ANN SHAFER

Ann Shafer, Associate Curator of
Prints, Drawing & Photographs
(left), and Trudi Ludwig Johnson,
an artist and part-time faculty
and Academic Advisor at MICA,
visited artist Peter Milton at
his New Hampshire summer
house in July, 2015.

BY TRUDI LUDWIG JOHNSON

’ll never forget the day in 1994 when I was
confronted with the large, shadowy and yet
dazzling intaglio print Daylilies. “Who is the
artist?!,” I queried the gentleman in whose office
it was. “Peter Milton,” he beamed, “And it’s mine.”
“Well, he’s a magician,” I thought out loud, and
realized I had just encountered a visual mentor
for my own studio practice.
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Fast forward two decades. I’ve 20 voracious Maryland
Institute College of Art (MICA) students in my History
of Prints class in the Kress Study Center at the
Baltimore Museum of Art (BMA). It’s our final visit

of four during the semester, and Ann Shafer, Associate
Curator of Prints, Drawings & Photographs, has
worked her wizardry by pulling out contemporary
prints from the vault, putting them in chronological
order, and arranging them around the room.
Experience has taught me that I need to ask Ann to
keep certain images covered, so the students can
stay on track until the big reveal. Finally Milton’s
monumental Hotel Paradise Café is uncovered, and
the room is filled with the type of exclamations heard
with a game-winning touchdown. It never fails. “All
those darks!” “Those lights!” “Amazing details!” “Look
at those reflections!” “Oh my gosh, his composition!”
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“How does he do that?” It’s so much fun leaving
them thunderstruck.
September, 2013, Ann and I attend a gallery talk at
Jane Haslem Gallery, in Washington, DC, because
Peter Milton will be there. We cannot lose this
opportunity to meet the internationally respected
titan of etching. Milton, in his mid-80s, speaks
eloquently about the trajectory of his career. I’m
fairly starstruck and eagerly taking notes. He
explains how he makes his newest images digitally
and how it is a logical outgrowth of his intaglio prints
made by etching in copper. Then he’s asked in which
medium he prefers to work. Without a moment’s
hesitation, Milton responds that his copper plates
“are by far the most beautiful things I make.”
During the reception Peter and I sit down together.
We connect instantly on several levels. We’re both
obsessed with making intaglio prints; we both
immerse ourselves and our work in art history;
we both taught at MICA; we cannot stop ourselves
from shop talk. So I instantly begin to quiz him. Why

hasn’t he ever had his plates exhibited? Well, he
says, no one has ever asked, and besides, exhibiting
gleaming copper plates for optimal viewing would
be a phenomenal challenge in a gallery setting.
Yet I ask: So why don’t we give it a try anyway?
Peter agrees!
Slowly but surely the possibility begins to become a
reality. We find an ideal venue at Evergreen Museum
and Library, thanks to the vision and tireless
collaboration of James Archer Abbott, its Director
and Curator. The following summer Ann and I journey
to the Milton’s summer home in Francestown, NH,
interview the artist, and begin to curate our exhibition.
Milton is frank, witty, somewhat sardonic, and utterly
engaging; his wife, Edith, is equally droll. We are
delighted to find them marvelous and charming
storytellers and exceptional hosts. We commit
ourselves to honoring this living legend of American
printmaking. Ann and I spend that winter doing
our research and planning for Peter Milton: Etching
Enigmas at Evergreen. (And this labor of love must
be done outside of our regular employment!)
In our research and in our interviews with the
Miltons, Ann and I are riveted by Edith’s account of
having been on one of the last Kindertransport trains
that carried Jewish children to safety during World
War II.* Peter took this event to be the starting point
of the masterpiece that he created for his wife,
Train from Munich. Ann and I determine to make
this artwork the centerpiece for our exhibition and
catalogue essay. Here we highlight the way Milton
weaves innumerable layers of visual information,
history, quips, menace, portraiture, beauty, and
brilliance, as well as the physical processes he uses
to do so. This plate, like many of his others, takes
well over a year to make. We are pleased that our
catalogue contributes new knowledge to the world
of printmaking.
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In July, 2015, I have the joy of spending an entire
weekend with Peter and Edith. Peter and I spend
several hours in the natural light of his spacious and
immaculate white studio on the second floor of the
barn attached to their home, built in the 1840s. Edith
remarks that Peter is extremely unhappy if he’s not
Trudi polishes the copper plate for Peter Milton's 1987
etching and engraving Interiors IV: Hotel Paradise Café.

*Edith Milton’s account of this chapter in her life is captured
in her delightful book, The Tiger in the Attic: Memories of the
Kindertransport and Growing Up English, 2006.

By the end of that life-changing weekend I have
packed up 14 of Peter’s precious copper plates, and
he has prepared four drawings, five prints, and two
of his newest digital works to come to Baltimore for
his exhibition. And then the real work begins. Ann
and I begin to write the catalog; Jim Abbott obtains

the funding; Will Kirk miraculously photographs
the copper plates somehow; Richard Barbehenn
masterminds the tricky exhibition mounts; and Kyle
Bauer develops keen solutions to peculiar framing
needs. Peter Milton’s copper plates have been stored
for decades; some left covered with asphaltum;
some steel-faced to extend their printing life; some
left open to the elements and oxidized to a lovely but
stubborn verdigris. It’s my job to bring them back to
their original glory by removing the steel facing or the
asphaltum, and polishing them to a reflective gleam.
This takes several months, and I learn so much by
scrutinizing every single square inch of Milton’s
spellbinding imagery, though I know he’s tucked
even more in there that I have yet to discover.

I N S E A R C H O F P E T E R M I LT O N : A J O U R N E Y

working in his studio, and he’s there nearly every
single day. (He certainly skips up and down those
stairs with astonishing ease.) Peter is a consummate
teacher, patient and generous with his time as
he explains and demonstrates the highly unusual
process he invented to be able to etch his handdrawn, photorealistic, dreamlike visions into copper
printing plates. We go through enormous flat files
and his print shop downstairs to make our final
selections for the exhibition. Now and then we take
a breather in his studio by sitting and truly listening
to Mahler, or the Portuguese singer Mariza, or the
Punch Brothers. And we talk about making art, and
about our complete and utter absorption in the
creative process, and the patience it demands,
and how insanely frustrating it can be, and how
we cannot—wouldn’t—have it any other way.

Peter Milton: Etching Enigmas opened in March and will close on
October 9, 2016. To celebrate the conclusion of this highly unusual
and unique exhibition, Peter and Edith Milton will come to Baltimore.
On Tuesday, October 4, at 6:30pm, Peter, Ann, and I will be giving
an illustrated talk in the Bakst Theater at Evergreen Museum and
Library. We hope all members of PDPS can attend!
Peter Milton’s images are available for download on his website:
petermilton.com

Trudi and Peter examine his plate for
Interiors IV: Hotel Paradise Café.
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SHADRA STRICKLAND: REDUCTION LINOLEUM CUTS FOR CHILDREN

SHADRA
STRICKLAND
REDUCTION LINOLEUM
CUTS FOR CHILDREN

PHOTO: SCOTT PONEMONE
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Shadra Strickland’s completed color linoleum cut of a praying father
and child is shown beside the block that was used to make the print.
BY SCOTT PONEMONE

n award-winning illustrator of six children’s
books, Shadra Strickland has tackled
something new this year. She worked in
reduction linoleum cuts. In fact, this is her first
book using a printmaking medium. Previously she
primarily relied on ink, watercolor, gouache, charcoal
and acrylic in various combinations. So her latest
book, entitled A Child’s First Book of Prayers, has
been an adventure for her.

A

Shadra is a full-time faculty member at Maryland
Institute College of Art. She says, “I teach at least
one core class per semester (Sophomore-Senior
Illustration) and have taught specialized courses
such as Visual Journalism, Professional Development,
Book Illustration, and Advanced Book Illustration.”
She earned her BFA from Syracuse University (Design
& Illustration) and an M.F.A. from the School of Visual
Arts in Manhattan (Illustration as Visual Essay).

I don’t direct my books exclusively to an African
American audience, and not all of my books feature
African American characters exclusively. I’m African
American and illustrate stories about all people.
My stories are for all readers. I get this question a
lot in interviews. No one asks white artists if and/or
why their books are directed to white readers.
So why should I, an African American woman, be
asked why I paint people who reflect the world I
live in? As I continue to grow the characters and
experiences in my books will do as well.

SHADRA STRICKLAND: REDUCTION LINOLEUM CUTS FOR CHILDREN

What is the title of your new book?
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was so fresh and playful. Seeing his work helped me
realize that I could make books too.
Now I have a deep respect for a very wide range of
styles and content. As as a fan of picture books and
a professor, I devour picture books so that I can
hand pick recommendations for my students. It
is so important for them to see a wide range of
work being made so that they can find a place for
themselves on the shelves.

Shadra Strickland

After I visited her in her Hampden rowhouse and
enjoyed viewing her project first hand, I sent her
questions via email, beginning by asking about
her passion for illustrating children’s books before
I directed my questions to her current project.
How and why did you get interested in making
your own children's books?
After graduation from Syracuse, I had no real idea
what I wanted to do or how to be a professional
illustrator. After college I moved home to Atlanta
and began teaching elementary school art. In the
mornings teachers were required to read to students
for 20 minutes or so. That was when I discovered a
love of picture book art and was able to see a large
range of artistic styles in illustration. After three
years of teaching in public school, I moved to New
York to pursue my MFA and a career in picture books.
What children's books have had a great influence
on you from your childhood and as an adult?
I loved The Snowy Day by Ezra Jack Keats. There
weren’t many picture books around that featured
children of color. Peter [a character in The Snowy
Day] was a revelation. As an adult, Kadir Nelson’s
books were inspirational for me because his style

A Child’s First Book of Prayers.
What is the source of its text?
The book is by Delores Jordan and is a compilation
of spiritual poems and prayers for children.
When did the project begin? When's the due
date for your illustrations?
I signed the book [contract] a few years ago,
but I began working on the prints this June.
I will finish the prints this month [July, 2016].
How many poems will be illustrated?
How many single-page illustrations, and
how many two-page spreads?
There are 23 poems; 9 spreads and 10 single
pages plus the cover.
How do your images begin?
Each book is different, but I begin by making small
thumbnail sketches of any images that come to
mind while I am reading the manuscript. It is
somewhat like storyboarding a movie. In the case

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

PHOTO : SHADRA STRICKLAND

You appear to direct your books to an African
American audience. Is that purposely so and why?
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Shadra uses an Akua pin press to transfer the ink on the linoleum block onto the print paper.
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of this book, each image needed to stand on its own
to represent each poem. When working on narrative
texts, images have a natural flow that reflects the
passing of time and changing mood based on the
story. There is typically a set color scheme from start
to finish. The challenge for this book has been finding
a way to order the poems and images into similar
groups and allow colors to flow naturally, gradually
from the beginning of the book to the end.
What is the next step?
The storyboard is the map. After I have finished the
thumbnails I print them out and assemble them
into a miniature booklet so that I get a sense of the
page turns and overall pacing of the story. Because
illustrating a picture book is more a marathon than
a sprint, these extra little steps are ways to add
markers to the process before having to focus on
making 16 or more finished pieces of art. I do change
the order of images based on the development of the
thumbnails. Once the thumbnails are set, I focus
fully on finishing the artwork.

Why did you decide to illustrate it with color
reduction linoleum cuts?
I chose linocuts for this book because it is for very
young readers, and I wanted to use simpler shapes,
texture, and color to appeal to that audience.
What experience did you have in this medium
at the start? Where did you go for advice?
One of my dear artist friends, Taeeun Yoo, works
primarily in linocut. I always admired her process
and asked if one day she would give me a
demonstration. When this book opportunity
came along, I knew that linocuts would be a great
fit for it. I took a trip to Seoul to visit Taeeun in
2014. She taught me how to make a print before
I left. To supplement and refresh my knowledge
almost a year later, I watched lots of YouTube
videos and referred to many great books on relief
printmaking.

Once the thumbnails were complete, I start the
prints: First I make a detailed digital color study
using Procreate on my iPad Pro and then finish it in
Photoshop. Once that is done, I flip the image [right
to left] and print a copy that I use to trace down
onto a piece of battleship grey linoleum.
I use Gamblin oil-based relief and etching inks. Most
colors are mixed from red, blue, yellow, green, and
white [but] no black. I mix and ink on a sheet of
glass and then roll colors onto the plate with one of
three rollers. In most cases I am printing light to
dark, using the same printout to trace each color. As
each color is printed, the same block is carved away
so that by the end of the print, very little (if any) of
the plate is left.
When I first began printing I purchased an 18x24
inch piece of glass, a desk from Ikea, registration
pins and a wooden spoon for burnishing. I added
an Akua pin press, which has made my life a whole
lot easier.

I carve at my drafting table and print on the desk
next to me. It is helpful to keep the carving and
inking surfaces separate so that I don't get little
pieces of linoleum in the ink.
What are some of the lessons you've learned in the
medium as you progressed from image to image?
I have learned so much within the year of printmaking:
• Initially I printed with only a spoon. Adding a pin
press cut my printing time in half.
• Registration tabs saved me from ruining prints
that were initially slipping on the plate.
• It is possible to print multiple colors in one day
(four is my max).
• Printing is hard work; breaks and massages are
essential self-care elements.
• Adding vegetable oil to my cleanup routine saves
my budget and the environment.
• In printmaking, white paper is never totally white.
• Lightweight paper is best for hand printing.

SHADRA STRICKLAND: REDUCTION LINOLEUM CUTS FOR CHILDREN

Please briefly run through your procedure
for creating an image and then for printing.
What tools do you use?

To help see how her images and page sequence read as a book, Shara makes a miniature booklet.
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• The online printmaking community is extremely
supportive and generous!
I love my linocut friends group on Facebook.
Which images were the easiest to achieve?
The hardest? Which are you most satisfied
with and why?
The easiest have been ones with large shapes and
fewer colors. I was able to finish printing a four-color
print in two days. Eight- to eleven-color prints with
smaller details have taken between one to two weeks.
I think I am most satisfied with the prints that have
a gradient layer. There is something so magical
about them to me.
There is one difficult print that I may redo after I
finish the book. It was a larger spread and I was
printing without registration tabs. I was able to get
maybe one clean print out of twelve attempts.
That was a very sad week in the studio.
Once you finish with each reduction print, you
scan one copy in so you can clean up the images.
If you are going to finish up on the computer,
why not do the whole project on the computer?
Though the computer can mimic many things, it
really can’t replicate the wabi sabi* that happens
when working by hand, and I absolutely love working
traditionally. The computer is a great tool, but it is
so easy to fix mistakes and perfect an image there.
I like the happy accidents that come along with
working with traditional techniques. It's also much
more satisfying to have a handmade object at the
end. The digital finishing on this book will be
minimal, just cleaning a bit of printing noise here
and there. The majority of the prints will require
no extra touching up.
I also plan on selling the prints once the book is
released instead of selling digital prints, which is
what I do for my other books.
What does going through traditional relief
printmaking do to make the images strong?
I love the process of it all. There are so many steps
involved along the way that I feel completely
invested in the object. There are no lazy printing
days. I am not relaxed on my couch when I’m

printing. It’s hot, sweaty, intense labor. My body
aches at the end of a long day of printing. It’s as
satisfying as a good run. So I think that that is part
of it … the manual labor component.
In addition the texture that is achieved with lino is
unmatched. I have seen students and friends try to
replicate it digitally. Some have come close, but
there’s still a difference to me.
Lastly I believe that working traditionally makes me
a stronger digital artist. At the end of the day each
medium has its own vocabulary, including digital.
As an illustrator I am always thinking of the best
voice for whatever text it is that I am working on.
Having a lot of experience in many different types
of media helps me make the best book I can—or
maybe I just like to play.
*Wabi sabi is a Japanese aesthetic that prizes the imperfection
of things, the beauty in the humble and modest.

ONLINE
To see more of Shadra Strickland’s work, please go to:
http://www.jumpin.shadrastrickland.com/
SHADRA’S BOOKS
Here is a list of Shadra Strickland’s previous children’s books, listing
the media used to make the illustrations and the recognition received:
• Loving vs. Virginia written by Patricia Hruby Powell,
Chronicle Books, January 2017; ink drawings and digital color
(A Junior Library Guild Selection)
• Sunday Shopping written by Sally Derby, Lee and Low Books,
2016; watercolor, acrylic, and digital collage (A Junior Library
Guild Selection, Bank Street College Best Book of the Year)
• Please, Louise written by Toni and Slade Morrision, Simon &
Schuster, 2015: watercolor, gouache, and crayon
• White Water written by Michael S. Bandy and Eric Stein, Candlewick
Press, 2011; watercolor and gouache (Oppenheim Toy Portfolio
Award, NAACP Image Award Nominee)
• A Place Where Hurricanes Happen written by Reneé Watson,
Random House Books, 2010; watercolor and gouache
• Bird written by Zetta Elliott, Lee and Low Books, 2009; watercolor,
charcoal, gouache, and ink (Ezra Jack Keats Award, Coretta Scott
King/John Steptoe Award, ALA Notable Book, Kirkus Best Book of
the Year)
• The Diary of B.B. Bright, Possible Princess written by Caroline
Randall Williams and Alice Randall, Turner Publishing, 2012; pencil
(Phillis Wheatley Book Award, NAACP Image Award Nominee)
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Guerrilla Girls
Do women have to be naked to get into the Met. Museum?, 1989
From the Portfolio Compleat
Offset lithograph
Sheet: 279 x 711 mm. (11 x 28 in.)
The Baltimore Museum of Art: Women's Committee Acquisitions Endowment
for Contemporary Prints and Photographs, BMA 2015.47.24

BY AMY HUNTOON

uick, free associate: What is the first word that
pops up when you hear “feminist”? Did you
say “funny”? Probably not. But this unlikely
pairing is the basis of the Guerrilla Girls’ exhibition in
the Front Room of the BMA from September 25, 2016
to March 12, 2017. Viewers will laugh out loud at the
posters created by the activist feminist art collective
over the past 30 years. This group of anonymous
women artists, who each adopt the name of a
pioneering deceased female artist, has produced a
body of work that includes posters, stickers, books,
printed projects, and actions that expose sexism and
racism in politics, the art world, film, and culture at

Q

large. To protect their identities and independent
careers in the art world, they appear in public
wearing gorilla masks. Gloria Steinem is a fan: “I
think they are the perfect protest group because
they have humor.” (New York Times, 08/09/15) BMA
Senior Curator of Contemporary Art Kristen Hileman
noted that the gorilla masks foreground what the
women artists are saying by “neutralizing the gaze”
and disarming the audience so they do not judge
women based on appearance. Guerrilla Girl Frida
Kahlo praised the power of the mask, “Wearing this
mask gives you a certain kind of freedom to say
whatever you want.”
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To showcase the BMA’s 2015 acquisition of the
group’s Portfolio Compleat, Hileman has chosen to
display chronologically 48 posters from the 90
projects that make up the portfolio. The portfolio
(20th out of an edition of 50) includes work from
1985 to 2012 and was purchased for the Museum by
the Women’s Committee Acquisitions Endowment for
Contemporary Prints and Photographs. To conserve
the original objects printed on paper and achieve
larger dimensions for some of the works, the BMA
exhibition reproduces the posters on vinyl from
digital files provided by the artists. Karen Nielsen,
BMA Director of Exhibition Design, and Hileman have
installed the show on five walls, creating an enticing
mix of visuals, colors, text, and image that engage
the viewer. The collective examines issues such as
the lack of Hollywood female directors, the number
of female artists and artists of color represented in
art auctions, in museum collections, in group shows,
in solo shows, and in art reviews. The cheeky posters
have fueled debate on these topics.
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Guerrilla Girls
Birth of Feminism movie poster, 2001
From the Portfolio Compleat
Offset lithograph
Sheet: 610 x 457 mm. (24 x 18 in.)
Image: 584 x 432 mm. (23 x 17 in.)
The Baltimore Museum of Art: Women's Committee Acquisitions Endowment
for Contemporary Prints and Photographs, BMA 2015.47.66

In one of their best known posters, a photograph of a
naked odalisque wears a gorilla mask and poses the
question: Do Women Have to be Naked to Get into the
Met Museum? First exhibited in 1989, the poster
offers a pointed protest of the elitism and bias of the
art world, with a supporting statement that reads:
“Less than 5% of the artists in the Modern Arts
Sections are women, but 85% of the nudes are female.”
The collective reissued this poster in 2012. Surprisingly,
the basic statistic listing the percentage of female
artists declined to 4%, as did the number of female
nudes, declining to 76%. Now, more male nudes are
displayed in the Modern sections of the Met. Kristen
Hileman commented that the “numbers draw a very
sharp picture” and open the door “to talk about
broader issues and answer the question: Why are
these numbers the case?” With this Front Room
exhibition, she welcomes the opportunity to help
viewers unpack the gender and racial biases of
collectors, curators, dealers, and critics.

Seduction is a strategy that the Guerrilla Girls co-opt
in their 2001 poster The Birth of Feminism. Featuring
movie stars in skimpy dress, with Equality Now as
the tagline, under the women it says “They made
women’s rights look good. Really good.”

“We need to think about
biases and imbalances
in the collection and
the acquisition system
and make this
more transparent.”
—KRISTEN HILEMAN
As Hileman explains, “They are using beautiful
female bodies but with a more critical message.”
The most provocative strategy the Guerrilla Girls use
may be something simpler: the act of counting. As
the New York Times reporter Melena Ryzik noted in

GUERRILLA GIRLS: STRENGTH IN ANONYMITY

the posters have been issued in numbered portfolios
only recently. Most of their income comes from
speaking engagements. Guerrilla Girl Käthe Kollwitz
noted: “Now we’re the darling of so many museums,
and it’s totally bizarre. … We care more about the
street stuff, but the museums have a great audience.”
The BMA will host the Guerrilla Girls for a public talk
in March toward the end of the show. The artists will
of course wear their gorilla masks because as Frida
Kahlo explained, “If you’re in a situation where you’re
a little afraid to speak up, put a mask on. You won’t
believe what comes out of your mouth.”
Source for quotes from artists and background information on the
Guerrilla Girls: “The Guerrilla Girls, After 3 Decades, Still Rattling Art
World Cages” by Melena Ryzik, New York Times in Arts/Design,
8/9/2015 and from their website: http://www.guerrillagirls.com/#open

Hileman has taken on the challenge of opening
the conversation for the BMA. While she understands
that the liberal agenda of the Guerrilla Girls might not
align with all visitors, she hopes that viewers will
step back and historically evaluate the collective’s
work. The strategy of activism, in this case using
the visual culture of ads and movie posters to
communicate the message, is in keeping with other
BMA contemporary artworks that focus on political
messages. Works in the BMA collection by Felix
Gonzalez-Torres about AIDS, Zoe Leonard on gender
and Roger Shimomura on racial stereotypes
participate in this practice of protest art.
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While the Guerrilla Girls’ notoriety has raised
consciousness in the art world, their projects have
not raised much in funds for the participating
artists. Membership is by invitation only and has
fluctuated from a high of 30 art-world women to a
few handfuls of active members now. The Guerrilla
Girls’ authored work is in 60 cultural institutions, but

©GUERRILLA GIRLS

To make the Front Room exhibit particularly relevant,
Hileman is authoring a brochure that looks at some
of the BMA’s statistics in terms of the issues raised
by the Guerrilla Girls’ Portfolio Compleat posters. She
commented: “Museums should question themselves
and how they represent the world to their audiences.
We need to think about biases and imbalances in
the collection and the acquisition system and make
this more transparent.”
Guerrilla Girls
Guerrilla Girls review the Whitney, 1987
From the Portfolio Compleat
Offset lithograph
Sheet: 559 x 432 mm. (22 x 17 in.)
The Baltimore Museum of Art: Women's Committee Acquisitions Endowment
for Contemporary Prints and Photographs, BMA 2015.47.15
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her August 2015 article on the Guerrilla Girls’ 30th
anniversary, “They were not the first artists to
employ data in their work, but they were among the
most visible, and direct.” Their 1997 poster called
MoMA MIA!!! 13 years and we are still counting
compared a 1984 MoMA show which featured 86%
white men to a 1997 MoMA exhibition which included
95% white men. As the Guerrilla Girl Frida Kahlo
noted: “How can you really tell the story of a culture
when you don’t include all the voices within the
culture? Otherwise, it’s just the history, and the
story, of power.” Independent curator Maura Reilly
suggests that “the literal counting of male versus
female is a feminist strategy” and while she notes
that it is more complicated than simple statistics,
“it’s a great way to open the conversation.” (New
York Times, 8/9/15)

FIRST IMPRESSIONS: INTRODUCING
B A LT I M O R E Y O U T H T O P R I N T M A K I N G

FIRST IMPRESSIONS:

INTRODUCING
BALTIMORE YOUTH
TO PRINTMAKING

PHOTO: URSULA WEST MINERVINI
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Aniyah Davis concentrates on carving her block.

BY URSULA WEST MINERVINI

alking through the senior thesis
exhibitions at MICA this past spring,
I sought out the graduating printmakers
on the fourth floor of the Fox Building. Among the
works that caught my attention was a series of
striking black-and-white prints by Terron Sorrells.
This body of work, titled Minstrelsy, investigates

W

African American history and culture, sometimes
graphically depicting the cruelties of slavery and
racism. The images build on the rich history of
printmaking as a tool for social and political critique,
and they aim to foster and extend conversations
about race.

In addition to sharing his knowledge of printmaking
techniques, Sorrells hoped to connect students with
other cultural resources in Baltimore. The Baltimore
Museum of Art was a perfect fit. Sorrells has been a
member of the Print, Drawing & Photograph Society
since 2015, having been nominated by Ann Shafer,
Associate Curator of Prints, Drawings & Photographs,
for a student scholarship. Sorrells developed a

Over the course of three Tuesdays in July, Sorrells
worked with about a dozen 5th- through 8th-grade
students at Camp Success. He was assisted by two
of his fellow MICA printmakers, William Chapman
(Class of 2016 MICA printmaking graduate) and
Amber Rhein (Class of 2017 MICA printmaking
major), and by a Camp Success teacher and
chaperone, Michael Camphor.
During the group’s visit to the BMA, Ann Shafer
shared a broad overview of the history of prints,
focusing in particular on relief printmaking
techniques and prints as social or political
commentary. These ranged from 15th-century
woodcuts by Albrecht Dürer to contemporary prints
by artists such as Alison Saar and Whitfield Lovell.
The students were energetic, and they expressed
interest in the prints by asking a lot of questions
about the content of the works and the printmaking
techniques used to make them. Sorrells reflected
that students seemed to connect most with “pieces
they could see themselves in” such as Afropick
(2005), a large woodcut by Sanford Biggers.

PHOTO: URSULA WEST MINERVINI

In the week following their visit to the BMA, the group
visited the National Great Blacks in Wax Museum in
the morning and then spent the afternoon designing
and carving their blocks. A number of students chose
to make self-portraits. Sorrells, Chapmen, and Rhein
showed students how to transfer a sketch onto a
block and then carve away the negative space using
linoleum cutting tools. They emphasized safe carving
techniques and encouraged students to experiment
with mark-making. Students incorporating text into
their designs were reminded to make sure that the
lettering was backwards on the block so that it would
read correctly in their final prints.
The final session—printing—was a lively
culmination of everyone’s hard work. Students
learned to roll out ink with a brayer, apply the ink to
their blocks, and print by hand-rubbing with a baren.
Terron Sorrells provides paper as Camp Success student Niri Scott pulls a print.

FIRST IMPRESSIONS: INTRODUCING
B A LT I M O R E Y O U T H T O P R I N T M A K I N G

proposal and received funding for a three-part
printmaking workshop. Students from Camp Success
would be exposed to the history of prints as social
commentary through a visit to the BMA, reflect on
African American history by visiting the National
Great Blacks in Wax Museum, and then design,
carve, and print their own linoleum cuts.
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The concerns expressed in Sorrells’ work made him
an excellent candidate for the Y.L. Hoi Memorial
Award, a recently established program at MICA.
The award provides funding for undergraduates to
partner with community organizations in Baltimore
on projects that promote racial understanding,
equity, and harmony. Sorrells was interested in
teaching a workshop that would allow young
people in Baltimore to express their feelings about
racial issues through printmaking. MICA’s nondenominational chaplain, The Rev. Ramelle McCall
(known on campus as “The Rev”), helped Sorrells
to partner with Camp Success at St. Michael & All
Angels Episcopal Church. Reverend McCall is the
rector at St. Michael & All Angels. Camp Success,
directed by Brenda Beasley, provides academic
and cultural enrichment for children ranging from
Pre-K through 8th grade.

FIRST IMPRESSIONS: INTRODUCING
B A LT I M O R E Y O U T H T O P R I N T M A K I N G

Working first on newsprint and then on rag paper,
students printed numerous impressions of their
blocks. In some cases they even traded blocks and
pulled prints of a classmate’s image. At the end of
the session students took home their carved blocks
and a stack of prints, along with a palette, brayer,
and disc baren for hand printing, to be used in future
printing projects.

I never forgot the first time I had my printmaking
experience, and I was much younger than the group
I was teaching. So it was nice to give that memory
to the youth. They certainly will not forget how to ink
up a brayer and hand burnish anytime soon. That
seemed to be their favorite part of the process!”

ONLINE

I asked Sorrells to reflect on what he hoped students
would take away from the workshop. He responded,
“I do hope that they remember this labor intensive
process as they grow and see more printmaking art.

To see more of Terron Sorrells' work please visit
http://terronsorrells.com

16

Terron Sorrells
This is What We Work For? Part 1, 2015
Linoleum cut
Plate size 18" x 24”
This print is part of Sorrells’ Minstrelsy series
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THE MATISSE
EFFECT

R I C H A R D D I E B E N K O R N : T H E M AT I S S E E F F E C T

RICHARD DIEBENKORN:

Richard Diebenkorn

Detail, Henri Matisse in Claribel Cone’s apartment at the Marlborough Apartments,
Baltimore, Maryland, December 17, 1930. Claribel and Etta Cone Papers,
Archives and Manuscripts Collections, The Baltimore Museum of Art. CP29.2.3

BY AMY BEVERUNGEN

T

hough Henri Matisse (1869-1954) is known
to have influenced many artists of the 20th
century and beyond, there is something
special about the effect that Matisse had on
American painter Richard Diebenkorn (1922-1993).
When placed in perspective, the similarities in
the artists’ oeuvres are striking and convey that
Diebenkorn found a deep connection with the art of
Matisse. The Baltimore Museum of Art (BMA) will
present this connection in a large-scale exhibition
opening this fall entitled Matisse/Diebenkorn. The
exhibition is a collaboration between the BMA and

the San Francisco Museum of Modern Art (SFMOMA)
and will be the first in-depth visual comprehension
of the influence of Matisse on Diebenkorn. Matisse/
Diebenkorn will be on view at the BMA from October
23 to January 29. Afterwards it will travel to SFMOMA.
Katy Rothkopf, Senior Curator and Department Head
of Painting and Sculpture at the BMA and co-curator
of the show, will lead a tour for PDPS members on
Thursday, November 17.
The Matisse/Diebenkorn exhibition is a project
several years in the making and will carry forth the
BMA’s goal to demonstrate the effect that Matisse
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had on other artists.* “When we first discussed
exploring Matisse’s influence on artists of
subsequent generations,” says BMA curator Katy
Rothkopf, “my first idea was to pair the French
master with Richard Diebenkorn, who I think was
one of the most important and compelling post-war
American artists. Diebenkorn was very open about
his interest in Matisse’s work, freely discussing
him in many interviews, but their work had never
been shown side by side in a major exhibition. This
exhibition could provide an opportunity to see both
artists in a new way.”
Rothkopf had been planning an exhibition of art by
Diebenkorn alongside that of Matisse for some time,
and in 2010 she began working with Janet Bishop,
Thomas Weisel Family Curator of Painting and
Sculpture at SFMOMA. While the BMA has one of the
most expansive collections of works by Matisse,
SFMOMA houses strong works by Diebenkorn as
well as a small yet meaningful collection of works
by Matisse. Thus, the two museums are perfectly
suited to collaborate on a focused exhibition of the
two artists.

Now that the BMA has been fully renovated and
expanded, there is a fresh space for this longconceived project to fully blossom. Assembling key
works from museums in the United States and
Europe, Matisse/Diebenkorn will be an impactful
exhibition and greatly develop the understanding of
Matisse’s effect on Diebenkorn. The exhibition will be
in-depth, presenting 13 Matisse publications that
Diebenkorn owned, notably his copy of Alfred H. Barr
Jr.’s book, Matisse: His Art and His Public (1951).
In viewing the two artists together, one can identify
in Diebenkorn’s work derivations from Matisse’s
techniques in drawing and painting. Diebenkorn had
an honest and sincere admiration for the ways of
Matisse and spent time analyzing how his work was
made. He sought out Matisse’s work often and had a
remarkable ability to absorb the ideas of Matisse and
blend them into the unique character of his own art.
“Diebenkorn’s visual memory was incredible,” says
BMA Curator Katy Rothkopf.
In Diebenkorn’s work one can find apparent
similarities to Matisse’s color palette and

©2016 SUCCESSION H. MATISSE / ARS, NEW YORK
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Henri Matisse
Reclining Model with a Flowered Robe
ca. 1923-24
Black chalk and stumping and errasing
352 x 480 mm (18 7/8 x 24 3/4 in.)
The Baltimore Museum of Art: The Cone
Collection, formed by Dr. Claribel Cone
and Miss Etta Cone of Baltimore, Maryland,
BMA 1950.12.52

*“Museums organize the first exhibition to show the influence of Henri Matisse on Richard Diebenkorn,” Art Daily, accessed July 12, 2016,
http://artdaily.com/news/84439/Museums-organize-the-first-exhibition-to-show-the-influence-of-Henri-Matisse-on-Richard-Diebenkorn.

The impact of Matisse’s art on the later artist is the
product of Diebenkorn’s thoughtful and continuous
study of the French master. Diebenkorn first came
into contact with art by Matisse while visiting the
Palo Alto, CA home of Sarah Stein—the sister-in-law
of Gertrude Stein and an early collector of art
by Matisse—while Diebenkorn was a student at
Stanford University. During World War II he served in
the Marine Corps and was stationed in Quantico, VA.
While positioned on the East Coast, Diebenkorn was

able to visit several major institutions where he was
exposed to more work by Matisse. He patronized the
Museum of Modern Art in New York, The Philadelphia
Museum of Art, the National Gallery of Art, and
particularly the Phillips Collection. While Diebenkorn
developed his work in different parts of the country,
he continued to seek out exhibitions of modern art.
These deliberate and meaningful encounters had a
powerful and lasting effect that is evident in each
body of work from Diebenkorn’s career. A compelling
example of this influence is evident from Matisse’s
painting, French Window at Collioure (1914), which
Diebenkorn viewed at a large Matisse exhibition in
1966 at the University of California, Los Angeles.
This painting is a radical work: It is a representation
of an open window; yet it has the emotional
impression of a large-scale color abstraction. BMA
Curator Katy Rothkopf notes the possibility that
Diebenkorn’s exposure to this work gave him the
confidence to generate the Ocean Park series,
which contains some of his most evolved works.
Matisse/Diebenkorn will graphically present the
profound effect that Matisse had on Diebenkorn.
One can imagine what fascinating new connections
will be drawn between these two artists through
this pairing of their works side by side.
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compositional arrangement. Diebenkorn also
developed a style of exposing in its final form the
process of making the piece, just as Matisse did.
Noticeable brushstrokes and retraced lines are an
integral part of each artist’s style. These shared
qualities are highly visible in a pairing of works
that will be on view: Matisse’s Reclining Model with
a Flowered Robe (c. 1923-24), a black chalk on
paper drawing, and Diebenkorn’s Untitled (Woman
Seated in a Chair) (1963), an ink, conté crayon,
and charcoal drawing on paper. When presented
side by side the drawings are unmistakably related,
yet exhibit the distinctive styles of each artist.
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Diebenkorn, Richard; Gerald Nordland. and Marlborough Gallery.
Richard Diebenkorn: the Ocean Park series, recent work. New York:
Marlborough Gallery, 1971.
Diebenkorn, Richard; Mark Stevens. Richard Diebenkorn, etchings
and drypoints, 1949-1980. Houston: Houston Fine Art Press: 1981.
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Diebenkorn, Richard and Fisher Gallery (University of Southern
California). Richard Diebenkorn: works on paper from the Harry W.
and Mary Margaret Anderson collection: Fisher Gallery, University of
Southern California, Los Angeles, California, March 10-April 17, 1993.
Los Angeles: The Gallery, 1993.
Mannix-Brown, Ann, “Great news for landmark Matisse/Diebenkorn
exhibition,” BMA Blog, last modified May 6, 2015,
http://blog.artbma.org/tag/henri-matisse/
“Museums organize the first exhibition to show the influence of
Henri Matisse on Richard Diebenkorn,” Art Daily, accessed July 12,
2016, http://artdaily.com/news/84439/Museums-organize-thefirst-exhibition-to-show-the-influence-of-Henri-Matisse-on-RichardDiebenkorn
Richard Diebenkorn
Untitled (Woman Seated in a Chair)
1963
Pen and black ink, conté crayon, and charcoal and brush, and black wash
432 x 352 mm (17 x 13 7/8 in.)
The Baltimore Museum of Art: Thomas E. Benesch Memorial Collection,
BMA 1970.21.3

Rothkopf, Katy, BMA voices: On Richard Diebenkorn’s “Woman
Seated in a Chair”, 1963, video, 4:06 minutes, October 10, 2014,
https://www.youtube.com/watch?v=EoKZrI6wZNw
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TOM PRIMEAU
A SHORT
HISTORY
OF A
RISING
STAR

PHOTO: CHRISTINE DOWNIE
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A parting gift wrapped by Objects
Conservator Angie Elliott delights Tom.

BY SCOTT PONEMONE

oon after Thomas Primeau arrived at the
Baltimore Museum of Art in 1998 as an
assistant paper conservator, Susan Dackerman,
Curator of Prints Drawings & Photographs, recruited
him to work with her on the ground-breaking 2002
exhibition Painted Prints: The Revelation in Color.

S

exhibition were authentic to the time when the prints
were created.” Tom also wrote a very informative
essay for the catalogue that detailed his research
and discoveries.

His research allowed Susan to declare in the
accompanying catalogue that despite widely-held
belief to the contrary many 15th- and early 16thcentury European prints were issued with hand
coloring. Or as Tom wrote to me this summer: “I
provided scientific and technical expertise to help
verify that the colors on the prints chosen for the

His work on Painted Prints not only established Tom
as a very valuable member of the BMA staff but
also made his presence much appreciated by BMA
members, especially those of the Print, Drawing &
Photograph Society. “After the success of Painted
Prints,” Tom wrote, “I was promoted to Associate
Conservator, and a few years after that Conservator.
In 2006, when my colleague Kimberly Schenck left
the BMA to take a position at the National Gallery of
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PHOTO: LAURA VARGAS

Tom Primeau works on
conserving a Chinese scroll
at the National Archives.
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Alas, Tom’s brilliant tenure at the BMA is over. He
left in June to become a Senior Paper Conservator at
the National Archives and Records Administration
(NARA). Tom explained: “After spending the past 10
years in a primarily administrative position, I was
looking for an opportunity to return to the role of a
practicing paper conservator, to be able to use my
treatment skills on a daily basis.”
He wrote: “When most people think of the National
Archives, they probably picture boxes and boxes of
bureaucratic documents, but the holdings include
prints, drawings, photographs and rare autograph
manuscripts from every period in our country's
history. Already in my first month at NARA I have
had the chance to conserve ship manifests that list
the names of soldiers who fought in WWI, a collection
of autograph letters that were collected by FDR,
including a letter signed by George Washington,
and a ceremonial scroll that was presented by
the Chinese government to President Tyler to

commemorate the ratification of the first SinoAmerican Treaty in 1844. … Every object in the
holdings at NARA is unique, and my new position
has offered me the opportunity to learn more about
America's history and how best to preserve it.”
Tom’s BMA years left a big impression on him. He
wrote: “The most remarkable aspect of working at
the BMA was to conserve and study the amazing
works of art on paper in the collection. In addition to
being able to perform conservation treatments that
improved the condition of many prints, drawings, and
photographs, I was also able to conduct research
on the drawing and printmaking techniques used
by important artists from many historic periods,
Renaissance through contemporary.”
During his BMA years he “published or presented
over a dozen papers on how artists exploited the
possibilities and limitations of printmaking materials
and techniques in order to create expressive works
of art. Most of these studies were centered on
works of art in the BMA collection and were enabled
through collaboration with the other members of the

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

Art, Doreen [Bolger] and Jay [Fisher] asked me to
be Director of Conservation.”
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Conservation Department and PDP curators.
Discussions with Ann [Shafer], Rena [Hoisington],
and Jay helped me to work through and refine
my thinking and writing about the history of
printmaking techniques.
“I especially enjoyed and learned a great deal from
conversations with Jay about Matisse's prints. As
Director of Conservation I had regular meetings with
him where I would give updates about conservation
activities. However, once we finished talking
business, we would usually spend the rest of the
meeting talking about Matisse and looking at the
latest prints that Jay helped the Museum acquire.
“Speaking of Matisse, I have a great sense of
accomplishment from the many successful
conservation treatments that I did to improve the
condition and appearance of his prints and drawings
in the collection. One of my last (and one of the most
involved) treatment projects at the BMA was to
conserve the great 1906 brush and ink drawing La
Toilette, which was featured in the recent exhibition
New Arrivals: Gifts of Art for a New Century. The
drawing had been mounted onto a stretcher, in a
manner that paintings are mounted. However, this
type of mount placed the drawing at risk by holding
it at too great a tension, and the mount also
prevented other necessary treatments to reduce
acids and stains and to fill old losses. I was able to
remove the drawing from the stretcher, remove
the canvas backing, wash the drawing, and repair
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many old tears and losses. The treatment improved
the condition of the paper and lets you appreciate the
drawing as a work on paper by a great draftsman.”
As Conservation Director Tom is pleased he was able
to enlarge his staff. He wrote: “Previously, there was
only one part-time position responsible for taking
care of the museum’s three-dimensional artwork,
but the conservation needs for the collections of
decorative arts and sculpture (including outdoor
sculpture) were growing beyond what one conservator
could manage. With the administration’s support,
I was able to hire a full-time objects conservator
(Christine Downie) and eventually a second position
(Angela Elliott). …
“Other administrative successes included working
with Doreen Bolger and Judy Gibbs to write grants to
fund conservation activities at the Museum. We were
awarded a grant from the Institute of Museum and
Library Services to fund the vault renovations for the
Department of the Arts of Africa, the Americas, Asia,
and the Pacific Islands. This allowed us to double the
storage capacity for those growing collections. We
applied for and received a grant from the Kress
Foundation to hire a conservation fellow to work on
projects for the American Wing renovations, and
most importantly we were awarded a challenge
grant from the National Endowment for the
Humanities that allowed the Museum to establish
an endowment to support the position of Director
of Conservation and to fund collections-based
conservation research. Money from the grant
allowed us to purchase a new X-ray fluorescence
spectrometer, a tool for conducting non-invasive
elemental analysis of works of art. I would like to
note that I am very grateful to the many members
of the PDPS whose contributions help to meet the
fundraising goals of the grant.”

PHOTO: LAURA ALBANS

No doubt Tom will greatly enhance the conservation
activities of the National Archives as he did at the
BMA. Their gain, our loss.

At the BMA Tom begins work on removing the Matisse
brush-and-ink drawing La Toilette from its stretcher.

– DOLREEN BOLGER

Over 15 years ago Tom and I embarked on a
research project together that changed perceptions
of hand-colored Renaissance prints. I'm always so
delighted to see that he continues work on the
subject, giving talks at conferences and writing
articles for journals. He was a great colleague,
and I wish him well at the National Archives.
– SUSAN DACKERMAN

I’m so grateful to have been able to work with Tom,
especially as I started my position at the BMA last
year. From day one Tom taught me best practices for
handling works on paper and shared explanations
of the treatments he had going in the Paper Lab.
His passion for teaching is contagious. One of my
favorite memories is bringing a class of high school
students into the lab and watching the way he
energized the group. Working with Tom was truly a
privilege, and I am fortunate that our paths crossed
at the BMA.
– MORGAN DOWTY

Tom was a dedicated and knowledgeable conservator,
and I trusted his care of the collection implicitly, not
just in the area of his expertise, but collection-wide.
He was, of course, the Director of Conservation, so
he administered his staff with a real skill. He was
an articulate lobbyist and strong advocate for the
needs of conservation in an institution with a great
collection like the BMA. He focused on institutional
goals, writing grants and just being attentive
to the needs of the BMA day to day. If something

threatened the collection he would be there. We all
had such great confidence in him.
I will really miss his expertise with Matisse graphics.
Tom and I worked on a number of topics together,
and he was a big help to me in learning about the
technical aspects of Matisse’s printmaking. He was
a very well-respected paper conservator and our
challenge now is to find his equal.
– JAY FISHER

Tom brought careful thought and calm consideration
to the artworks and projects he was involved with
at the BMA. He also expressed openness to and
enthusiasm for the diverse and often unusual
materials that contemporary artists use. Not only
was he a great steward of the work that the BMA has
had in its holdings for years, but he and his team
have helped us build the collection in exciting new
directions through a dedication to problem-solving
and engaging with living artists and their ideas.
– KRISTEN HILEMAN

Tom was always generous with his time and
knowledge when it came to examining and
discussing works on paper. I remain grateful to him
for helping me figure out the complex combination
of intaglio techniques that the 18th-century Swiss
artist Jean-Etienne Liotard used in the creation
of his late prints. Tom is also a good teacher and
was always more than willing to speak to visiting
classes in the paper lab.
– RENA HOISINGTON

Tom was a constant here in PDP from the time I
started in the department in 2005. He was always
willing to stop what he was doing to assist in
whatever we needed. I was always impressed with
his enthusiasm for works on paper, techniques, and
media, and will miss his counsel. He will be a tough
act to follow; he set the bar really high. I hope
he is very happy in his new job and wish him the
very best.
– ANN SHAFER
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Tom made such a major contribution to the care and
understanding of the incredible collection at the
BMA. He constantly advocated for conditions that
protected the art—from light levels to temperature
and humidity controls—and educated all of us about
best practices in the field. He will be sorely missed,
but I am thrilled that he is going to be able to
delve into the treatment of documents that are
so important to the nation and its history!
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Tributes for Tom

The Baltimore Museum of Art
10 Art Museum Drive
Baltimore, MD 21218-3898

PDPS EVENTS THIS FALL
TOUR & RECEPTION
Thursday, September 29, 6pm
Join Senior Curator Kristen Hileman for a tour of Front Room:
Guerrilla Girls, followed by a reception in Antioch Court.
Members and friends are invited.

MEMBERSHIP HOTLINE

MUSEUM TOUR
Thursday, November 17, 6pm
Senior Curator Katy Rothkopf will lead a tour of Matisse/
Diebenkorn with a special focus on works on paper in
the exhibition.

Or you can join online at:
http://www.artbma.org/members/index.html

SPECIAL EVENT

Additional contributions can be made for PDPS acquisitions
or for PDPS student scholarships.

ILLUSTRATED TALK
Thursday, October 4, 6:30pm
Peter Milton, Ann Shafer, and Trudi Ludwig Johnson will be giving
an illustrated talk in the Bakst Theater at Evergreen Museum and
Library. All members of PDPS are invited to attend.

Join the The Print, Drawing & Photograph Society today to
participate in the exciting events listed to the left. Baltimore
Museum of Art members can join PDPS quickly by calling the
Membership Hotline at 443-573-1800.

Annual PDPS membership levels:
*$60 Single
*$85 Dual
*$125 Support
*$200 Patron

PDPS membership and contributions are 100% tax deductible.

