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    Introduction

    Nearly one hundred women artists became affiliated with Atelier 17, the avant-garde printmaking studio located in New York City between 1940 and 1955. Stanley William Hayter (1901-1988), the studio’s founder, opened Atelier 17 in the late 1920s on Paris’s Left Bank as an informal printmaking workshop. Faced with the threat of Europe’s growing conflict, he relocated the studio to New York City in 1940 where it remained until 1955. While in the United States, Atelier 17 facilitated women’s exposure to and eventual practice of modernist styles, including abstraction, surrealism, and expressionism. Making prints at Atelier 17 served as a conduit through which these female artists realized extraordinary professional achievements and built momentum that, in some instances, spurred major developments in postwar sculpture, fiber art, Pattern and Decoration, and the neo-dada movement. More significantly, the experience of working at Atelier 17 also catalyzed a range of proto-feminist strategies and activity in the decades before women’s art movement of the 1970s. Even if these artists were not self-professed “feminists”—and few identified this way—the studio generated a wide spectrum of proto-feminist attitudes and practices, such as collaboration, network building, and collegial support of one another’s careers.

    Yet these workshop members have been consistently marginalized in published accounts of Atelier 17. For a 1977 exhibition honoring the workshop’s fiftieth anniversary, curator Joann Moser assembled a list of hundreds of participants drawn from archives, exhibition catalogues, reviews, Hayter’s own Rolodex, and prints in his collection, but all too often there was no information beyond a name.1 Who are these artists and where did they come from? What ambitions drew them to the workshop, and how did experimenting with modernist printmaking shape their careers? And, most importantly, what was the character of the art they made afterwards?

    For the first time, The Women of Atelier 17: The Biographical Supplement reconstructs each woman’s involvement with Atelier 17. To the extent possible given available primary documents and secondary literature, each biographical entry describes the artists’ background, education, and artistic training, as well as the method by which they learned about Atelier 17 and how the experience of working there affected the course of their lives, both personally and professionally. Most entries also feature a photograph of the artist and an image of her work—hopefully a print made at Atelier 17, and if not, a representative work made at roughly the same moment.

    This online project complements The Women of Atelier 17: Modernist Printmaking in Midcentury New York published by Yale University Press. The Biographical Supplement will be available for five years from the time of its publication in June 2019. Unfortunately, licensing fees are too prohibitive to keep this site running indefinitely.

    Please read, learn, and build from this resource. These amazing artists deserve our attention.

    
    Notes

    

    
    	“Artists Who Have Worked at Atelier 17,” in Joann Moser, Atelier 17: A 50th Anniversary Retrospective Exhibition (Madison, WI: Elvehjem Art Center, University of Wisconsin-Madison, 1977), 83. ↩

    

    
     
    
    
        
    
    
        
    
    Charts and Maps

    In 2013 and 2014, I developed a proprietary database, which captured where and when the women of Atelier 17 exhibited their prints in solo and group shows across the United States and the world between roughly 1940 and 1955.

    This data laid the foundations for my prize-winning article, “Networks of Abstraction: Postwar Printmaking and Women Artists of Atelier 17,” published on the website of the Smithsonian Institution’s Archives of American Art. With additional research, I subsequently revised and expanded this article to become Chapter 5 in my book, which demonstrates the power of women’s networking and the professionalizing benefits of exhibiting their Atelier 17 prints nationally and globally.1 At the time of the article’s publication in 2014, the data set numbered 1,700 records, and it has since grown to nearly 2,200 entries.

    Initially, I visualized the data using Viewshare, an online geo-mapping platform developed by the Library of Congress. Unfortunately, Viewshare was retired as of March 20, 2018. Subsequently, I identified Google Fusion Tables as a successor to share the dataset for readers of my book. This service will also be discontinued on December 3, 2019.

    While I recognize there might be another platform for displaying my data, the reality is these cloud-based services have only a finite lifespan. Instead of resurrecting my data on yet a third site, I have decided to publish three new charts, updated since the 2014 article, on this web supplement.2

    

    
    [image:  Chart showing frequency of women artists’ participation in Atelier 17 group shows.  Data visualized by Richard Lichtenstein.] Chart showing frequency of women artists’ participation in Atelier 17 group shows.  Data visualized by Richard Lichtenstein.
    
    

    
    [image:  Chart showing number of Brooklyn Museum print annuals featuring women artists from Atelier 17.  Data visualized by Richard Lichtenstein.] Chart showing number of Brooklyn Museum print annuals featuring women artists from Atelier 17.  Data visualized by Richard Lichtenstein.
    
    

    
    [image:  Chart showing number of print annuals featuring women artists from Atelier 17.  Data visualized by Richard Lichtenstein.] Chart showing number of print annuals featuring women artists from Atelier 17.  Data visualized by Richard Lichtenstein.
    
    The interactive maps from Viewshare, unfortunately, cannot be reactivated here and, therefore, I refer you back to the Archives of American Art essay for screenshots.

    I would be delighted to share my dataset with interested scholars, since it could help others develop other ideas about women artists’ activity at midcentury. If interested, please contact me.

    
    Notes

    

    
    	“Circulating Modernist Prints” in Christina Weyl, The Women of Atelier 17: Modernist Printmaking in Midcentury New York. (New York and London: Yale University Press, 2019).

    ↩

    	Thank you to my husband, Richard Lichtenstein, for preparing these charts.

    ↩

    

    
     
    
    
        
    
    
        
    
    Chronology of Atelier 17's Group Shows

    Existing lists of Atelier 17’s group shows are incomplete. The following chronology establishes the fullest record known at the time of publication. There are likely more exhibitions to add to this list, especially in the years after 1960.

    Only group shows, where multiple members of the studio exhibited, have been included. Records of Stanley William Hayter’s solo shows can be found in Peter Black and Désirée Moorhead’s The Prints of Stanley William Hayter (1992), pp. 392-394.

    Initially, Atelier 17’s group shows were numbered from its years in Paris. Sequential counting ceased after the 14th exhibition at the Laurel Gallery (1949). There is one gap in the numbering—between the Willard Gallery (1945) and Laurel Gallery (1949)—where an exhibition is missing in the count. Unfortunately, a record for this exhibition has not yet been located.

    Opening and closing dates have been given, where available.

    ‘*’ denotes exhibitions without known catalogues

    ’#’ denotes exhibitions that appear in the Black/Moorhead chronology, but have not been independently confirmed with catalogues or other archival sources

    1934

    Exhibition of Engravings and Etchings by Anthony Gross, S. W. Hayter, Joseph Hecht, Max Ernst, S. Brignoni, D. Husband, A. Szenes, J. Trevelyan, L. Vargas

    Leicester Galleries, London, England, February 1934

    1935

    [Unknown title] *1

    Galerie Pierre, Paris, France, ca. May 1935

    1936

    L’Atelier 17 *2

    Galerie aux Quatre Chemins, Paris, France, March 10-25, 1936

    Le groupe de l’Atelier 17 de Paris

    Kunstzaal De Gulden Roos, Maastricht, The Netherlands, May 17 to June 7, 1936

    1937

    Výstava skupiny pařížských grafiků “Atelier 17” *3

    Spolek Výtvarných Umělců Mánes, Prague, Czechoslovakia, ca. January-February 1937

    “Atelier 17:” Exposition de gravures et objects gravés (1936-37) #4

    Galerie aux Quatre Chemins, Paris, France, March 12-31 1937

    1939

    VIIe Exposition de Gravures et Platres Gravés du Groupe de l’Atelier 17

    Galerie de Beaune, Paris, France, April 21-May 5, 1939

    Eighth Exhibition, “Studio 17:” Engravings, Etchings, Plaster Prints

    Guggenheim Jeune, London, England, June 8-23, 1939

    1944

    New Directions in “Gravure:” Hayter and Studio 17 Museum of Modern Art, New York, New York, June 18 - October 8, 1944

    The show traveled via the Museum of Modern Art’s Department of Circulating Exhibitions to the following venues:5

    Cincinnati Modern Art Society, Cincinnati, Ohio, December 2-16, 1944

    Baltimore Museum of Art, Baltimore, Maryland, January 4-25, 1945

    St. Paul Gallery and School of Art, Minneapolis, Minnesota, February 4-25, 19456

    Detroit Institute of Arts, Detroit, Michigan, March 11-April 1, 1945

    San Francisco Museum of Art, San Francisco, California, May 29-June 26, 19457

    Fort Worth Art Association, Forth Worth, Texas, September 1-25, 1945

    Museum of the Cranbrook Academy of Art, Bloomfield Hills, Michigan November 4-25, 1945

    Henry Gallery, University of Washington, Seattle, Washington, January 14-February 4, 1946.

    School of the Museum of Fine Arts, Boston, Boston, Massachusetts, February 18-March 11, 1946

    Willard Straight Hall, Cornell University, Ithaca, New York, March 25-April 15, 1946

    Vassar College, Poughkeepsie, New York, May 18-June 8, 1946

    Another version of New Directions in Gravure circulated to South America via the Inter-American Office. An itinerary has not yet been located. Venues included:

    Instituto Chileno-Norteamericano de Cultura, Santiago de Chile, Chile, April 23-May 7 (approximate), 19478 

    Viau Gallery, Buenos Aires, Argentina, August 28-September 13, 19479

    1945

    Tenth Exhibition – Prints by 35 Members of Atelier 17 Group

    Willard Gallery, New York, New York, May 15-June 2, 1945

    1946

    [Unknown title] *10

    American Contemporary Gallery, Los Angeles, California, [ca. February 10]-March 5, 1946

    1947

    Atelier 17 – New Etchings and Engravings by Members of the Group

    The Leicester Galleries, London, England, March 1-31, 1947

    1949

    Fourteenth Exhibition of Prints by Members of the Atelier 17 Group

    Laurel Gallery, New York, New York, March 14-April 1, 1949

    Atelier 17 *

    Chouinard Art Institute, Los Angeles, California, July 10-August 12, 1949

    Art Institute of Chicago, Chicago, Illinois, February 10-March 5, 1950

    [Unknown exhibition title and venue]11

    October 1-24, [1949]

    1951

    Atelier 17

    Grace Borgenicht Gallery, New York, New York, September 24-October 14, 1951

    Michigan State College, East Lansing, Michigan, January 195212

    Walker Art Center, Minneapolis, Minnesota, February 5-24, 1952

    Baltimore Museum of Art, Baltimore, Maryland, March 10-April 8, 1952

    1952

    St. W. Hayter – Grafisch Werk, Boekillustraties / Atelier 17

    Stedelijk Kunstsalon Antwerp, The Netherlands, May 24-June 11, 1952

    Atelier 17 *13

    Peretz Johnnes Bookshop & Gallery, New York, New York, July 1-31, 1952

    Printmakers from Atelier 17 *14

    Highfield Gallery, Falmouth, Massachusetts, July 28-August 11, 1952

    Recent Prints from Atelier 17 *15

    Chapman Memorial Library Gallery, Milwaukee-Downer College, Milwaukee, Wisconsin, October 10-November 3, 1952

    1953

    Quelques Graveurs Contemporains autour de l’Atelier 17

    Kunsthandel Martinet, Amsterdam, The Netherlands, November 26-December 23, 195316

    Palais des Beaux-Arts, Brussels, Belgium, January 9-20, 1954

    Nordisk Kunsthandel, Copenhagen, Denmark, opened May 20, 195417

    Galleria Numero Redazione, Florence, Italy, December 16, 1954-January 5, 1955

    Note: this show’s checklist changed over the various venues. A version of it also went to venues in Rome and Rotterdam, but no additional information is known at this time.

    Engravings from the Collection of Atelier 17, Selected by Lotte Jacobi *18

    Lotte Jacobi Gallery, New York, New York, November 30-December 21, 1954

    1955

    Kunstnere tilknyttet Atelier 17

    Nasjonalgalleriet, Oslo, Norway, December 9-31, 1955

    Bergens Billedgalleri, Bergen, Norway, January-February, 195619

    Kunsthall Stavanger, Stavanger Norway, March 1956

    1956

    Atelier 1720

    Galerie Colibri, Malmö, Sweden, March 22-April 1, 1956

    1959

    Hayter and Atelier 17 #

    Tokyo, Metropolitan Art Museum, Tokyo, Japan

    1960

    Atelier 17 – Intaglio Prints by S. W. Hayter and his Associates21

    Associated American Artists, New York New York, October 10-29, 1960

    1962

    Hayter and Atelier 17

    Associated American Artists, New York, New York, January 29-February 17, 1962

    Original grafik fra Atelier 17, Paris

    Erling Haghfelt Gallery, Copenhagen, Denmark, May 22-June 8, 1962

    Hayter and Atelier 17, 1927-1962

    Institute of Contemporary Arts, London, England, June 15-July 14, 1962

    Grafikk fra Atelier 17, Paris

    Nasjonalgalleriet, Oslo, Norway, September 6-30, 1962

    Atelier 1722

    Associated American Artists, New York, New York, December 5-22, 1962

    1963

    Gravures de l’Atelier 1723

    Galerie Maitre-Albert, Paris, France, Opened February 27, 1963

    Atelier 17, Paris – Taidegrafiikkaa

    Taidesalonki Strindberg Oy, Helsinki, Finland, April 6-20, 1963

    S. W. Hayter e l’Atelier 17

    Galleria de’ Foscherari, Arte Contemporanea, Bologna, Italy, May 25-June 13, 1963

    Nihonbashi Gallery, Tokyo, Japan #

    1964

    Artists from Atelier 17

    Editions Alecto, The Print Centre, London, England, April 14-May 23, 1964

    1966

    Atelier 17 sous la Présidence de S. W. Hayter24

    Galerie Six Sicot, Lille, France, February 26-March 26, 1966

    S. W. Hayter and Contemporaries of Atelier 17, Paris

    Original Prints Gallery, San Francisco, California, November 25-December 25, 1966

    1967

    S. W. Hayter et l’Atelier 17

    Palais des Beaux-Arts, Charleroi, Belgium, February 18-March 12, 1967

    1968

    Cinque artisti dell’atelier 17

    Calcografia Nazionale, Rome, September–October 1968

    Atelier 17, Paris

    Galerie 14, Aarhus, Denmark, August 23-September 4, [1968]25

    Atelier 17 & S. W. Hayter26

    Antalya Güzel Sanatlar Galerisinde, Antalya, Turkey, September 25-October 10, 1968

    1969

    Exposition Atelier “17” S .W. Hayter

    Cyrk Galleries, Providence, Rhode Island, February 15-March 15, [1969]27

    Atelier 17

    The Museum of Modern Art, Haifa, Israel, December 1969

    Memorial and Museum “Yad Lebanim,” Petah-Tiqva, Israel, January-February 1970

    The Negev Museum, Beer-Sheva, Israel, March 1970

    Atelier 17

    Sala de Santa Catalina del Ateneo, Madrid, Spain, December 1969

    Azuma Gallery, Osaka, Japan #

    National Gallery, Istanbul, Turkey #

    1970

    Expone el Maestro Stanley W. Hayter y Artistas Que Frecuentan su Atelier 17 en Paris28

    Museo de Grabado, Buenos Aires, Argentina, July 1-August 29, 1970

    Royal Albert Memorial Museum, Exeter, England #

    Carr House Gallery, Providence Rhode Island #

    1971

    S. W. Hayter’s Atelier 17

    Galerie Daberkow, Frankfurt, Germany, September 1-30, 1971

    Free Library, Philadelphia, Pennsylvania #

    Syningarsal Norraena Hussins, Reykjavik, Iceland #

    1973

    Atelier 17 Prints

    Newcastle City Art Gallery, Newcastle, Australia, May 16-June 11, 197329

    The Western Australian Art Gallery, October 19-November 19, 197330

    1976

    Exposition Atelier “17” S. W. Hayter31

    Galerie du Centre, Kinshasa, Democratic Republic of the Congo, November 29-December 24, 1976

    1977

    Atelier 17 – A 50th Anniversary Retrospective Exhibition

    Elvehjem Art Center, University of Wisconsin, Madison, Wisconsin, October 9-December 4, 1977

    University of Iowa Museum of Art, Iowa City, Iowa, December 16, 1977-February 26, 1978

    The Brooklyn Museum, New York, New York, March 18-May 14, 1978

    University of Michigan Museum of Art, Ann Arbor, Michigan, June 4-July 30, 1978

    Krannert Art Museum, University of Illinois, Champaign, August 20-October 1, 1978

    Atelier 1732

    College of San Mateo Gallery, San Mateo, California, January 17-February 17, 1977

    Corridor Gallery, Redwood City, California, February 14-March 26, 1977

    Foster City Museum Gallery, Foster City, California, April 1-April 30, 1977

    1978

    Hayter and the Atelier 17 – Works from the Dickson/Sweetman Collection

    Agnes Etherington Art Centre, Kingston, Ontario, Canada, November 4-December 3, 1978

    Obra gráfica contemporánea – Atelier 17

    Museo Biblioteca Pape, Monclova, Coahuila, Mexico, February 25-May 27, 1978

    Atelier 1733

    Visual Arts Gallery, Department of Art, University of Georgia, Athens, Georgia, October 9-27, 1978

    1980

    Innovations in Intaglio – S. W. Hayter and the Atelier 17 “Exhibition organized by the Baltimore Museum of Art, traveling to the following venues:”

    The Park School, Brooklandville, Maryland, September 9–October 7, 1980

    Washington College, Chestertown, Maryland, October 8–November 5, 1980

    The Museum in the Mall, Columbia, Maryland, November 10–December 8, 1980

    Western Maryland College, Westminster, Maryland, December 9, 1980–January 6, 1981

    Saint John’s College, Annapolis, Maryland, January 7–February 4, 1981

    Community College of Baltimore, Baltimore, Maryland, February 9–March 9, 1981

    Arundel Center, Annapolis, Maryland, March 10–April 7, 1981

    Landon School, Bethesda, Maryland, April 8–May 6, 1981

    Caroline County Public Library, Denton, Maryland, May 11–June 8, 1981

    1981

    Atelier 17, Paris34

    Galerie Götz, Stuttgart, Germany, March 6-May 9, 1981

    Atelier 17 – New Directions35

    Cedar Rapids Art Association, Cedar Rapids, Iowa, October 18, 1981-January 24, 198236

    Charles H. MacNider Museum, Mason City, Iowa, October 24-November 15, 1981

    Muscatine Art Center, Muscatine, Iowa, April 12-May 23, 1982

    Polk County Heritage Gallery, Des Moines, Iowa, June 5-July 4, 1982

    Oklahoma Museum of Art, Oklahoma City, Oklahoma, July 25-August 22, 1982

    Arkansas Art Center, Little Rock, Arkansas, September 11-October 10, 1982

    Brunnier Gallery of Iowa State University at Ames, October 30-November 28, 1982

    Art Center Inc., South Bend, Indiana, December 18-January 16, 1983

    Art Gallery, SUNY, New Paltz, New York, February 5-March 6, 1983

    Albright Art Museum, St. Joseph Missouri, March 26-April 24, 1983

    College of St. Thomas, St. Paul, Minnesota, May 14-June 12, 1983

    Art Gallery, SUNY, Albany, New York, July 2-July 31, 1983

    Tennessee Botanical Garden and Fine Arts Center, Nashville, Tennessee, August 20-September 18, 1983

    Atelier 17 – 1927 Paris New-York 1950

    Galerie de Seine, Paris, France, October 22-November 28, 1981

    Hayter et l’Atelier 17 – quinze ans d’activités

    Musée des Beaux-Arts de Caen, Caen, France, October 23-December 31, 1981

    1983

    Atelier 17, Paris37

    Århus Kunstbygning, Aarhus, Denmark, August 18-28, 1983

    Il Luogo, Rome, Italy #

    Pratt Manhattan Center Gallery, New York, New York #

    1985

    Maison de la Gravure au Marais, Paris, France #

    1986

    Atelier 17

    Mary Ryan Gallery, New York, New York, October 25-November 22, 1986

    1989

    The Printmakers of Atelier 17

    Austin/Desmond Contemporary Books, London, England

    1990

    Hayter e l’Atelier 17

    Accademia nazionale di San Luca, Rome, Italy, May 11-July 1, 1990

    1992

    Some Atelier 17 Connections – Twentieth Century Master Prints (Paris, New York, London)

    Bankside Gallery, London, England, August 13-September 6, 1992

    Espacio color textura – estampas de las colecciones Atelier 17, Paris

    Museo de Arte de Maracay, Venezuela, August-September, 1992

    1993

    Hayter et l’Atelier 17

    Musée du dessin et de l’estampe, Gravelines, France

    2005

    A Poética do Traço – Gravuras do Atelier 17, 1927-1940

    Fundação Arpad Szenes-Vieira da Silva, Lisbon, Portugal, January 13-April 9, 2006

    2006

    The Other Side of the Mirror – Prints from S. W. Hayter’s Atelier 17

    Indianapolis Museum of Art, Indianapolis, Indiana, December 3, 2006-May 13, 2007

    2008

    Atelier 17 – New York

    Susan Teller Gallery, New York, New York, October 24-November 29, 2008

    2016

    Innovation and Abstraction – Women Artists and Atelier 17

    Pollock Krasner House & Study Center, East Hampton, New York, August 4-October 29, 2016

    Jane Voorhees Zimmerli Art Museum at Rutgers University, New Brunswick, New Jersey, January 17-May 31, 2017

    About Prints – The Legacy of Stanley William Hayter and Atelier 17 #

    Syracuse University Art Galleries, Syracuse, New York, August 18–November 20, 2016

    Workshop and Legacy – Stanley William Hayter, Krishna Reddy, Zarina Hashmi #

    Metropolitan Museum of Art, New York, October 6, 2016-March 26, 2017

    2017

    Cutting Edge – Modern Prints from Atelier 17 #

    Cleveland Museum of Art, Cleveland, Ohio, April 9-August 13, 2017

    Undated exhibitions

    Atelier 17, S. W. Hayter38

    Resim ve Heykel Müzesi, Ankara, Turkey, October 21-31, [no year]

    
    Notes

    

    
    	Stanley William Hayter to Julian Trevelyan, March 7, April 23, and May 26, [1935], JOT 16_19, 16_11, 16_12, Papers of Julian Otto Trevelyan, Trinity College Library Cambridge [henceforth cited as PJOT]. ↩

    	“L’Atelier 17,” Beaux-Arts: Chronique des arts et de la curiosité, April 2, 1937, 6. Thank you to Michele Greet for this citation. ↩

    	Thank you to Katarina Kyselica, Principal at KADS New York, who retrieved this catalogue from the library of the Prague National Gallery. The hosting venue, SVU Manes, was founded in 1887 as an artists association and is still active today. ↩

    	An invitation for this show can be found in Helen Phillips papers, Paris. ↩

    	“New Directions in Gravure – Hayter Studio 17,” CE 11.1.86.2.1, Department of Circulating Exhibitions Records, The Museum of Modern Art Archives. ↩

    	The St. Paul Gallery and School of Art became the Minnesota Museum of American Art in 1992. The institution closed in 2009. ↩

    	The San Francisco Museum of Art is now the San Francisco Museum of Modern Art. ↩

    	Thank you to Álvaro Cárdenas Castro for sharing his research and press clippings about this show. ↩

    	Thank you to Álvaro Cárdenas Castro for sharing his research and press clippings about this show. ↩

    	This exhibition featured work by 13 studio members. For press coverage, see Arthur Millier, “Many Important Exhibits Opened Here This Week,” The Los Angeles Times, February 10, 1946, 54; Arthur Millier, “‘Fantastic’ Art Launched in Three-Point Exhibitions,” The Los Angeles Times, February 17, 1946, 44. The American Contemporary Gallery, opened in 1943 by Barbara Byrnes and Clara Grossman, was a small exhibition venue located on Hollywood Boulevard that mostly showed art and experimental films by European avant-gardes. For more, see Rani Signh, Pacific Standard Time: Los Angeles Art, 1945-1980, ed. Rebecca Peabody et al. (Los Angeles: Getty Research Institute and the J. Paul Getty Museum, 2011), 7. ↩

    	Exhibition pamphlet, Tate Archives, Papers of Stanley William Hayter [henceforth cited as Tate], 200510/3/205/1. There is no year written on this pamphlet, but the dating of the prints included suggests 1949. ↩

    	Michigan State College is now Michigan State University. The exact dates of this show are not known. Press coverage appeared in “Art Students Visit Display,” Michigan State News, January 23, 1952, 3. ↩

    	An invitation to the exhibition is located in The Grippe Collection, Allentown Art Museum [henceforth cited as GC/AAM]. ↩

    	An exhibition pamphlet, without a checklist, is located in GC/AAM. The Highfield Gallery, located in the theater space at Highfield Hall, was a short-lived venture and active only in the early 1950s. The artist Esteban Vicente was its director and coordinated several loan shows from the Peridot Gallery in New York. Thank you to Meg Costello at the Museums on the Green/Falmouth Historical Society for alerting me to many articles about the gallery in the local newspaper, Falmouth Enterprise. ↩

    	A postcard invitation to the show is located in GC/AAM. Milwaukee-Downer College merged with Lawrence College in 1964. ↩

    	Exhibition poster, Tate, 200510/3/23/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/203/1. ↩

    	An exhibition announcement, Series XIII: Oversized Material, Oversize Box 3, Lotte Jacobi Papers, University of New Hampshire Library. ↩

    	The Bergens Billedgalleri is now part of KODE Art Museums of Bergen. Dating for this show is based on correspondence with Knut Ormhaug, Head of Collections, KODE Art Museums of Bergen. ↩

    	This exhibition was organized by the Sturegalleriet, Stockholm. It is possible, but not confirmed, that it was part of the traveling exhibition started in 1953 at the Kunsthandel Martinet. Exhibition pamphlet, Tate, 200510/3/22/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/28/1. ↩

    	Exhibition preview invitation, Tate, 200510/3/188/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/33/1. ↩

    	Exhibition pamphlet, Tate, 2005010/3/43/1. ↩

    	No year is given on the exhibition pamphlet (Tate, 200510/3/192/1). 1968 is an estimate based on matching possible calendar years to the weekdays given on the pamphlet, the roster of exhibitors, and the dates of their prints. ↩

    	Exhibition pamphlet, Tate, 2005/10/3/54/1. ↩

    	Exhibition poster, Tate, 200510/3/204/1. Year of exhibition is based on Black/Moorhead chronology. ↩

    	Exhibition pamphlet, Tate, 200510/3/72/1. ↩

    	Exhibition pamphlet, Tate, 200501/3/83/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/84/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/92/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/99/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/187/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/114/1. ↩

    	Exhibition catalogue, Tate, 200510/3/115/1. ↩

    	The Cedar Rapids Art Association, this show’s organizing institution, became the Cedar Rapids Museum of Art in 1989. Thank you to Katherine Kunau, Associate Curator of Collections and Exhibitions at CRMA, for her help documenting the show. ↩

    	Exhibition pamphlet, Tate, 200510/3/122/1. ↩

    	Exhibition pamphlet, Tate, 200510/3/85/1. ↩

    

    
     
    
    
        
    
    
        
    
    Preface to the Bios

    
    Methodology

    This list was compiled using a variety of sources. Primary among them was the appendix in Joann Moser’s 1977 exhibition catalogue about Atelier 17 that incorporated the names of fifty-one women artists.1 Archival research in exhibition catalogues, newspaper clippings, and letters has identified many more Atelier 17 participants. Museum collections and conversations with artists’ descendants have also shed light on several women who were not listed in the 1977 appendix. For a key to understanding the new additions, please see Appendix A in The Women of Atelier 17: Modernist Printmaking in Midcentury New York.2

    
    
    Name convention and alphabetization

    Because many artists were unmarried at the time they worked at Atelier 17 and exhibited prints under their maiden names, the bios are generally alphabetized by maiden name. In cases where an artist changed her last name after marriage, I use a compound of maiden and married name to avoid confusion (e.g., Ellen Abbey Countey). Exceptions to this rule occur when an artist was already married by the time of her affiliation with Atelier 17 and used her married name professionally (e.g., Terry Haass).

    
    
    Scope

    The bios were written to give a snapshot of the artists and their connections to Atelier 17. They are, by no means, exhaustive or definitive. My greatest hope is that these bios will generate future scholarship about these artists.

    
    
    Documentation

    Sources are cited in the notes of each artist’s entry. Should future researchers have trouble tracking down a reference, please contact me and I will be happy to review my notes.

    
    
    Corrections

    These bios are a labor of love and assembled without a team of professional editors. There are very likely some minor typographical errors—my apologies in advance. Please contact me with any factual corrections. These suggestions will be considered for subsequent updates to The Biographical Supplement.

    
    
    Copyright & Fair Use

    The photographers and the sources of visual material are indicated in each of the image captions. Every effort has been made to supply complete and correct credits; if there are errors or omissions, please contact me so that corrections can be made in any subsequent editions.

    
    Notes

    

    
    	“Artists Who Have Worked at Atelier 17,” in Joann Moser, Atelier 17: A 50th Anniversary Retrospective Exhibition (Madison, WI: Elvehjem Art Center, University of Wisconsin-Madison, 1977), 83. ↩

    	Christina Weyl, The Women of Atelier 17: Modernist Printmaking in Midcentury New York. (New York and London: Yale University Press, 2019), 212–13. ↩

    

    
    
     
    
    
        
    
    
        
    
    1.  Ellen Abbey Countey

    

    
    [image: Unidentified photographer, Ellen Abbey Countey, ca. 1940-45. Courtesy friend of the artist.]Unidentified photographer, Ellen Abbey Countey, ca. 1940-45. Courtesy friend of the artist.
    
    

    
    [image: Jess Paley, photograph of Ellen and Edward Countey shortly after their marriage (ca. 1946). Courtesy Estate of Jess Paley.]Jess Paley, photograph of Ellen and Edward Countey shortly after their marriage (ca. 1946). Courtesy Estate of Jess Paley.
    
    

    
    [image: Ellen Abbey Countey, Scattered Journey, 1946. Engraving and soft ground etching, plate: 5 7/8 x 8 7/8 in. (14.9 x 22.5 cm); sheet: 9 1/8 x 13 in. (23.2 x 33 cm). Courtesy Dolan/Maxwell.]Ellen Abbey Countey, Scattered Journey, 1946. Engraving and soft ground etching, plate: 5 7/8 x 8 7/8 in. (14.9 x 22.5 cm); sheet: 9 1/8 x 13 in. (23.2 x 33 cm). Courtesy Dolan/Maxwell.
    
    

    
    [image: Ellen Abbey Countey, Dark Falling, ca. 1946. Engraving, etching, and aquatint. plate: 7 x 8 7/8 in., sheet: 11 x 13 ¼ in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Ellen Abbey Countey, Dark Falling, ca. 1946. Engraving, etching, and aquatint. plate: 7 x 8 7/8 in., sheet: 11 x 13 ¼ in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1923-2017
    

    
    	Place of Birth
    	Brooklyn, NY, USA
    

    
    	Place of Death
    	Long Island, NY, USA
    

    
    	Birth Name
    	Ellen Abbey
    

    
    

    Brooklyn-born Ellen Abbey Countey was active in the New York art community before marriage and family. In the early 1940s, she studied at the Art Students League—with George Bridgman, George Grosz, Ossip Zadkine, and Morris Kantor—and had private lessons in direct carving from William Zorach in Maine. Enrolling at the New School, she met both Hayter and her future husband, Edward Countey.1 A member of Atelier 17 from approximately 1944 to 1948, Abbey Countey made about a dozen plates, which are wonderful examples of the technical experimentation characteristic of this period in Atelier 17’s history. The abstract Scattered Journey (1946) features automatist burin work, several areas of high relief, and tonal areas made with aquatint. Unfortunately, she never printed complete editions, like so many artists at Atelier 17, and her prints are quite rare as a result. The Counteys eventually moved to Long Island, where her husband taught for many years at SUNY Stony Brook, first in the Engineering Department and later the Department of Art. Though Abbey Countey’s professional career ended with motherhood, she remained close to Hayter and other Atelier artists. As a widow she visited Hayter and his wife, Désirée, in Paris and renewed her work in printmaking.

    
    Selected Bibliography

    Ellen Abbey Countey, written interview with Christina Weyl, December 2015.

    
    
    Notes

    

    
    	Thomasin Countey kindly shared information about her mother’s training with Zorach and her experience at Atelier 17. ↩

    

    
     
    
    
        
    
    
        
    
    2.  Irene Aronson

    

    
    [image: Irene Aronson inspecting a proof, ca. 1955. Reproduced in Aronson’s exhibition catalogue at the Museo Nacional de Arte Moderno, Mexico, 1959. Special Exhibition File, National Museum of American History, Smithsonian Institution, Washington, D.C.]Irene Aronson inspecting a proof, ca. 1955. Reproduced in Aronson’s exhibition catalogue at the Museo Nacional de Arte Moderno, Mexico, 1959. Special Exhibition File, National Museum of American History, Smithsonian Institution, Washington, D.C.
    
    

    
    [image: Irene Aronson, Moon Night, 1951. Etching and aquatint, plate: 5 13/16 x 4 in. (14.7 x 10.1 cm); sheet: 13 1/8 x 10 in. (33.3 x 24.5 cm). Museum of Modern Art, New York. Given anonymously.]Irene Aronson, Moon Night, 1951. Etching and aquatint, plate: 5 13/16 x 4 in. (14.7 x 10.1 cm); sheet: 13 1/8 x 10 in. (33.3 x 24.5 cm). Museum of Modern Art, New York. Given anonymously.
    
    

    
    [image: Irene Aronson, Nature Morte, ca. 1945. Engraving, plate: 8 13/16 x 6 7/8 in. (22.4 x 17.5 cm), sheet: 15 7/8 x 11 7/16 in. (40.3 x 29.1 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1964.8.39. Courtesy Dolan/Maxwell, Philadelphia, PA.]Irene Aronson, Nature Morte, ca. 1945. Engraving, plate: 8 13/16 x 6 7/8 in. (22.4 x 17.5 cm), sheet: 15 7/8 x 11 7/16 in. (40.3 x 29.1 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1964.8.39. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    

    
    [image: Irene Aronson, Wandering Soul, ca. 1950s. Engraving, plate: 6 ¾ x 2 in., sheet: 13 x 14 ¼ in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Irene Aronson, Wandering Soul, ca. 1950s. Engraving, plate: 6 ¾ x 2 in., sheet: 13 x 14 ¼ in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    

    
    [image: Irene Aronson, Nature Morte, ca. 1945. Engraving, plate: 8 13/16 x 6 7/8 in. (22.4 x 17.5 cm), sheet: 15 7/8 x 11 7/16 in. (40.3 x 29.1 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1964.8.39.]Irene Aronson, Nature Morte, ca. 1945. Engraving, plate: 8 13/16 x 6 7/8 in. (22.4 x 17.5 cm), sheet: 15 7/8 x 11 7/16 in. (40.3 x 29.1 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1964.8.39.
    
    
    
    
    	Life Dates
    	1918-1992
    

    
    	Place of Birth
    	Dresden, Germany
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Irene Aronson
    

    
    

    Born in Dresden, Irene Aronson and her family fled to London in 1933 to escape Nazi persecution.1 She began art studies at the Eastbourne School of Arts and Crafts (1935–37) and following that, simultaneous enrollment at the Slade School of Arts and Crafts and Ruskin School of Drawing (1937–40). In August 1940 her family immigrated to the United States by way of Ecuador. Newly arrived in New York in March 1941, she pursued short instruction with George Grosz at the Art Students League. As a young child in Dresden, Aronson had been fascinated by opera and, not being able to sing herself, she became a stage designer, which was her primary occupation.2 In addition to teaching stage design and costuming at institutions such as City College of New York, Aronson created the costumes for the Barnum and Bailey Circus and the Broadway performance of Front Page. Joining Atelier 17 sometime in the early 1950s allowed Aronson to combine her interest in the visual arts with her passion for stage performance. Most of her intaglio prints have a theatrical or musical quality, such as her major portfolios, Danse Macabre (1951) and The Circus (1952), which earned her a solo show at the Weyhe Gallery in 1952. Aronson indicated that the former portfolio, from which the print Moon Night is a part, made reference to the nightmares and death she witnessed as a Jew in Nazi Germany.3 Critics praised the simplicity of her etchings, comparing them to children’s drawings and citing the influence of Paul Klee. Dore Ashton, for example, felt that the linear directness of her prints was “refreshing, in these times of extensive technological research in graphic art.”4 After her affiliation with Atelier 17, Aronson remained active in the printmaking community: she mastered woodcut and color lithography, wrote how-to articles about printmaking techniques, and exhibited her work at cooperative spaces such as Tanager Gallery.

    
    Archives

    Department of Painting and Sculpture: Artists Records [I.9], Museum of Modern Art Archives, New York.

    William S. Lieberman Papers, Artist Correspondence [II.B.2], Museum of Modern Art Archives, New York.

    Special Exhibition Files, Graphic Arts Division, National Museum of American History, Washington, DC.

    
    
    Selected Bibliography

    Aronson, Irene. “Moonnight.” Our Town 3, no. 1 (October 1961): cover.

    ———. “The Print Maker: An Introduction to the Technique of Etching.” Design 56, no. 4 (1955): 149–51.

    ———. “The Technique of the Color Lithograph.” American Artist 27, no. 8 (October 1963): 30.

    Ashton, Dore. “Irene Aronson.” Art Digest 26 (September 1952): 17, 22.

    Exhibition of Two Portfolios by Irene Aronson. New York: Weyhe Gallery, 1952.

    Exposición de La Grabadora Norteameicano Irene Aronson. Mexico City: Museo Nacional de Arte Moderno, Instituto Nacional de Bellas Artes, 1959.

    Haas, Irvin. “New Portfolios.” Art News 50, no. 5 (September 1951): 11.

    ———. “Portfolios.” Art News 53 (June 1954): 15.

    ———. “Young Primitives.” Art News 49 (May 1950): 13.

    Irene Aronson: Drawings, Designs, Illustrations, Sketches Related to the Theatre. New York: New York Public Library (58th Street Branch), 1948.

    Moore, Mary Jane. “She Puts Circus Life on Canvas.” Long Island Daily Press, April 17, 1953.

    Porter, Franklin. “Six Newcomers.” Art News 50 (January 1952): 45.

    Raidy, William. “Bread More Than Berets Is Concern of an Artist.” Long Island Press, April 16, 1961.

    ———. “How I Became an Artist…Offstage.” Long Island Daily Press, June 9, 1959.

    ———. “Painter Captures the Comic and Tragic on Her Sketch Pad.” Long Island Daily Press, September 26, 1952.

    
    
    Notes

    

    
    	For biographical information about Aronson, see the National Museum of American History, Graphic Arts Division, Special Exhibition Files. “Aronsohn” appears to have been the original spelling of the artist’s surname, but she used the Anglicized “Aronson” or, later, “Anderson” while living in the United States. ↩

    	Aronson exhibited a gouache and ink drawing of a costume design in MoMA’s fifteenth anniversary exhibition, Art in Progress (1944). The poet Holly Beye, married to David Ruff who was active at Atelier 17 in the late 1940s, mentioned Irene (“Fifi”) Aronson’s freelance work her diaries, writing it had taken Aronson “7 years … to realize even a small income from her recent work. She does commissioned book jackets, stage costume design, Christmas cards.” Holly Beye, 120 Charles Street, the Village: Journals & Writings, 1949-1950 (Huron, Ohio: Bottom Dog Press, 2006), 21. ↩

    	Mary Jane Moore, “She Puts Circus Life on Canvas,” Long Island Daily Press (April 17, 1953). ↩

    	Dore Ashton, “Irene Aronson,” Art Digest 26 (September 1952): 22; Irvin Haas, “Young Primitives,” Art News 49 (May 1950): 13. ↩

    

    
     
    
    
        
    
    
        
    
    3.  Lily Ascher Neogy

    

    
    [image: Prithwish Neogy (photographer), Lily Ascher Neogy, ca. 1969. Courtesy Esha Neogy.]Prithwish Neogy (photographer), Lily Ascher Neogy, ca. 1969. Courtesy Esha Neogy.
    
    

    
    [image: Lily Ascher, The Dancer, 1949. Engraving, plate: 10 ¾ x 7 7/8 in., sheet: 14 7/8 x 11 ¾ in. Courtesy Esha Neogy and Dolan/Maxwell, Philadelphia, PA.]Lily Ascher, The Dancer, 1949. Engraving, plate: 10 ¾ x 7 7/8 in., sheet: 14 7/8 x 11 ¾ in. Courtesy Esha Neogy and Dolan/Maxwell, Philadelphia, PA.
    
    

    
    [image: Lily Ascher, à Jean, ca. 1950. Engraving and soft ground etching, plate: 5 7/8 x 4 3/16 in., sheet: 9 ¾ x 6 5/8 in. Courtesy Esha Neogy and Dolan/Maxwell, Philadelphia, PA.]Lily Ascher, à Jean, ca. 1950. Engraving and soft ground etching, plate: 5 7/8 x 4 3/16 in., sheet: 9 ¾ x 6 5/8 in. Courtesy Esha Neogy and Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1923-1988
    

    
    	Place of Birth
    	Jersey City, NJ, USA
    

    
    	Place of Death
    	Honolulu, HI, USA
    

    
    	Birth Name
    	Lily Ascher
    

    
    

    Lily Ascher was the second child born to Morris and Bella Ascher, who owned a dry goods store in Jersey City, New Jersey.1 The family moved to Harlem sometime before 1940, where Ascher attended the High School of Music and Art—an influential magnet school founded by Mayor Fiorello La Guardia—which jump-started her creative interests. She attended the Cooper Union between 1942 and 1946 and also took evening courses at the Art Students League. Likely through the advice of Leo Katz, a teacher from Cooper, she joined Atelier 17 immediately after graduation. Her engravings are masterful and range from stylized figural studies—such as Angel of the Annunciation, one of her best-circulated prints—to fully abstract compositions.2 She exhibited widely, participating in Atelier 17’s exhibition at the Laurel Gallery (1949) and several other print annuals: SAGA (1947, 1948, and 1951), the Brooklyn Museum (1949), and Northwest Printmakers (1951). Around the time of her Atelier 17 affiliation, Ascher also made designs for Winfield Fine Art in Jewelry, a short-lived venture specializing in encasing a variety of objects within plastic.3 In 1957 Ascher married the Indian art historian Prithwish Neogy, and together the couple moved to Honolulu for his teaching position at the University of Hawaii. Later in life, she worked in ceramics, sculpture, and woodcarving.

    
    Notes

    

    
    	The artist’s daughter, Esha Neogy, was helpful in filling in many biographical details. Thank you also to Chessa Nilssen and Peri Swaniger for their genealogical assistance. ↩

    	The Indianapolis Museum of Art has the most substantial public holdings of Ascher’s Atelier 17 prints. ↩

    	Three examples of her jewelry can be found in the collection of the Cooper Hewitt. Ascher likely heard of Winfield because one of the co-founders, Rodney Winfield, was a fellow student at the Copper Union. ↩

    

    
     
    
    
        
    
    
        
    
    4.  Pauline Astor

    

    
    
    
    
    
    
    	Life Dates
    	1904-1988
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	Palm Beach, FL, USA
    

    
    	Birth Name
    	Pauline Scharf
    

    
    

    Pauline H. Scharf was born in New York City into a very large Austro-German, Jewish family. Her parents, Max and Silder Scharf, immigrated to the United States—he in 1899, in advance of the family, to become a tailor and she in 1904—and the couple had at least eight children (Pauline was the first child born in the United States). In 1926, Pauline married Morris Astor, who had established himself as a stock broker, and the couple lived in Great Neck, New York where they raised two daughters, Carol and Nancy.1 Pauline Astor was friendly with fellow Great Neck artists, Dolly Perutz and Doris Seidler, and it is probable they encouraged her to visit Atelier 17.2 According to the student ledger book that Peter and Florence Grippe maintained, Astor was active for approximately a year and a half (late 1952 to May 1954), and purchased a number of plates.3 No exhibition records exist for Astor, although two prints, Contemplation (1953) and South Wind (1953), appear on a list of Atelier 17 prints in the papers of Helen Phillips, Hayter’s second wife.4 It is not known if Astor had artistic inclinations before or after attending Atelier 17 or if these years represent the extent of her creative activity. She passed away in 1998 in Palm Beach, Florida.

    
    Notes

    

    
    	Census records are available for the following years: 1910: Brooklyn Ward 19, Kings, New York; Roll: T624_968; Page: 7A; Enumeration District: 0449; FHL microfilm: 1374981; 1920: Brooklyn Assembly District 4, Kings, New York; Roll: T625_1150; Page: 5A; Enumeration District: 240; 1930; Manhattan, New York, New York; Page: 1B; Enumeration District: 1005; FHL microfilm: 2341311; 1940: Russell Gardens, Nassau, New York; Roll: m-t0627-02691; Page: 3B; Enumeration District: 30-245. Record of the couple’s marriage license can be found in New York, New York, Extracted Marriage Index, 1866-1937 (Provo, Utah: Ancestry.com Operations, Inc., 2014). ↩

    	David Seidler, who is Doris Seidler’s son, remembers Pauline Astor as an acquaintance of his mothers. Astor’s two daughters were around the same age as David Seidler. Seidler’s memories were conveyed in an email through Susan Stedman, representative of Doris Seidler estate, June 7, 2017. ↩

    	Student ledger book, p. 5, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	Untitled and undated list, Helen Phillips Papers, Paris, France. ↩

    

    
     
    
    
        
    
    
        
    
    5.  Mary Jean Baird

    

    
    
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    Not much is known about Mary Jean Baird. According to New School records, she registered for Atelier 17 in the spring 1945.1 A 1945 phone directory for Manhattan lists a Mary Jean Baird living at 27 Greenwich Avenue.

    
    Notes

    

    
    	Erika Hichez-Valerio, Assistant University Registrar, email to Christina Weyl, May 26, 2015. ↩

    

    
     
    
    
        
    
    
        
    
    6.  Margaret Balzer Cantieni

    

    
    [image: Margaret Balzer Cantieni, Berea College, ca. 1945. Courtesy Pico Cantieni.]Margaret Balzer Cantieni, Berea College, ca. 1945. Courtesy Pico Cantieni.
    
    

    
    [image: Margaret Balzer Cantieni, Kemmerer Museum, 1998. Courtesy Pico Cantieni.]Margaret Balzer Cantieni, Kemmerer Museum, 1998. Courtesy Pico Cantieni.
    
    

    
    [image: Margaret Balzer Cantieni, City Counterpoint, 1946. Engraving and soft ground etching, plate: 7 x 8 ½ in. (17.8 x 21.6 cm). Lehigh University Art Galleries, Bethlehem, Pa. Gift of Peggy Whitney Hobbs, LUF 06 1008 (Acc. #2006-9). Courtesy estate of the artist and Lehigh University Art Galleries - Teaching Museum.]Margaret Balzer Cantieni, City Counterpoint, 1946. Engraving and soft ground etching, plate: 7 x 8 ½ in. (17.8 x 21.6 cm). Lehigh University Art Galleries, Bethlehem, Pa. Gift of Peggy Whitney Hobbs, LUF 06 1008 (Acc. #2006-9). Courtesy estate of the artist and Lehigh University Art Galleries - Teaching Museum.
    
    

    
    [image: Margaret Balzer Cantieni, untitled print, 1945. Etching and roulette, plate: 4 5/8 x 6 5/8 in.. Lehigh University Art Galleries, Bethlehem, Pa. Gift of Peggy Whitney Hobbs, LUF 04 1066. Courtesy estate of the artist and Lehigh University Art Galleries - Teaching Museum.]Margaret Balzer Cantieni, untitled print, 1945. Etching and roulette, plate: 4 5/8 x 6 5/8 in.. Lehigh University Art Galleries, Bethlehem, Pa. Gift of Peggy Whitney Hobbs, LUF 04 1066. Courtesy estate of the artist and Lehigh University Art Galleries - Teaching Museum.
    
    
    
    
    	Life Dates
    	1914-2002
    

    
    	Place of Birth
    	Newton, KS, USA
    

    
    	Place of Death
    	Bethlehem, PA, USA
    

    
    	Birth Name
    	Margaret Balzer
    

    
    

    Margaret Balzer spent most of her childhood and young adulthood in the Midwest. Born in Newton, Kansas, her family moved to Northfield, Minnesota where her father, a Congregationalist minister, took a faculty position at Carleton College, his alma mater and eventually hers (she would graduate in 1936). The following year, Balzer simultaneously attended the School of the Art Institute of Chicago and what was then called the New Bauhaus, studying primarily with the Hungarian émigré Gyorgy Kepes, who headed the curriculum in Light and Color. In 1937, she took a fulltime faculty position at Berea College, a small liberal arts college in rural Kentucky, recruited by her undergraduate art teacher and mentor, Mary Ela, who served as chair of the college’s art department. Although remaining in Kentucky until 1945, Balzer took advantage of opportunities to expand her exposure to Bauhaus-inspired principles, participating in László Moholy-Nagy’s summer session at Mills College in 1940 and attending summer classes at Black Mountain College in 1945, studying color and design with Josef Albers and architecture with Paul Beidler. She also made a strong impression on Lyonel Feininger, who told Albers she was one of the most eager students to attend his meetings at Black Mountain.1 Newly married in 1946 she and her husband, fellow artist and Berea faculty member Joseph Cantieni, set out to live in New York City where she attended Atelier 17. There she absorbed Hayter theories about compositional “counterpoint,” which would have appealed to her interests in merging sound with the visual. In later interviews, she affirmed her abiding commitment to bring a spiritual focus to abstraction: “We just wanted to enlarge our visual language and liberate ourselves from dependence on the object itself. We wanted to get to the inner core.”2 The Cantienis moved to Allentown, Pennsylvania in 1948 when Joseph was appointed to the faculty at Muhlenberg College (eventually, though, he would serve as the artistic director of Bethlehem Steel). Margaret continued to teach locally in the Lehigh Valley (Swain School, Allentown; The Baum School, Allentown; and Southern Lehigh Public School) and remained active as an artist until her death.

    
    Archives

    Black Mountain College Papers, Western Regional Archives, State Archives of North Carolina Department of Natural & Cultural Resources.

    Special Collections & Archives, Hutchins Library, Berea College, Berea, Kentucky

    Doris Ulmann Galleries, Berea College, Berea, Kentucky
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    	Lyonel Feininger to Josef Albers, September 17, 1945, Summer Institute 1945 Margaret Balzer application file, Black Mountain College Papers, Western Regional Archives, State Archives of North Carolina Department of Natural & Cultural Resources. ↩

    	Janice Carter Larson, Painting the Halls of Heaven: Life and Works of Margaret Balzer Cantieni (Bethlehem, PA: Payne Gallery of Moravian College, 2004). ↩

    

    
     
    
    
        
    
    
        
    
    7.  Marie Bens

    

    
    
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    Marie Bens exhibited with Atelier 17 once at the Willard Gallery (1945), showing and engraving and soft ground etching titled Gulf and Fish. She does not appear to have pursued further artistic activities.

     
    
    
        
    
    
        
    
    8.  Harriet Berger Nurkse

    

    
    [image: Martin Harris, Fannie Engraves a Copper Plate, ca. 1947. Gelatin silver print, 9 15/16 x 8 13/16 in. (25.2 x 20.8 cm). Fine Arts Museums of San Francisco, Gift of Robert Flynn Johnson, 2004.140.7.5. Courtesy estate of Martin Harris.]Martin Harris, Fannie Engraves a Copper Plate, ca. 1947. Gelatin silver print, 9 15/16 x 8 13/16 in. (25.2 x 20.8 cm). Fine Arts Museums of San Francisco, Gift of Robert Flynn Johnson, 2004.140.7.5. Courtesy estate of Martin Harris.
    
    

    
    [image: Harriet Berger Nurkse, Figures in a Garden, 1950. Engraving and aquatint, 9 15/16 x 17 ½ in. (25.3 x 44.5 cm). Brooklyn Museum, New York. Dick S. Ramsay Fund, 50.31. Courtesy estate of Harriet Berger Nurkse.]Harriet Berger Nurkse, Figures in a Garden, 1950. Engraving and aquatint, 9 15/16 x 17 ½ in. (25.3 x 44.5 cm). Brooklyn Museum, New York. Dick S. Ramsay Fund, 50.31. Courtesy estate of Harriet Berger Nurkse.
    
    
    
    
    	Life Dates
    	1916-1978
    

    
    	Place of Birth
    	Paris, France
    

    
    	Place of Death
    	Princeton, NJ, USA
    

    
    	Birth Name
    	Eugénia Henriette Berger
    

    
    

    Born “Henriette” in France to a British father and American mother, Harriet Berger graduated from the Slade School of Fine Art in 1939 before immigrating to the United States in 1940.1 Sailing from Lisbon aboard the Excambion, one of the last commercial vessels crossing the Atlantic, she met her future husband, Ragnar Nurkse (1907-1959), an Estonian-born economist who was then employed by the League of Nations. The couple dated for several years before marrying in 1946, during which time Berger lived with her parents in Englewood, New Jersey and worked as an occupational therapist with wounded soldiers. She always considered herself primarily an artist and regularly enrolled in classes at the Art Students League from 1940 to 1945, where her main focus was the graphic arts with instructors Harry Sternberg and Will Barnet.2 She enjoyed the camaraderie at the League and was particularly close with Alicia Legg, a family friend and later a curator at MoMA.3 Berger Nurkse began entering her prints into competitive exhibitions as early as 1943, participating the annuals of the Library of Congress, Society of American Etchers, and National Academy of Design. She also exhibited one intaglio print, Wounded Soldiers, in America in the War, an exhibition that took place simultaneously at twenty-six museums in October 1943.4 Likely through Legg or Fannie Hillsmith, another close friend, Berger Nurkse began working at Atelier 17 during the late 1940s She exhibited with the workshop twice (1947 and 1949), and in 1950 was awarded a Brooklyn Museum purchase prize for Figures in a Garden (1950). This surrealistic print is divided into four parts showcasing different intaglio techniques: deeply bitten etched lines of the figure at far left, the engraved lines of the one at far right, and a combination of stop-out varnish and aquatint for the central two. After this activity, Berger Nurkse’s professional career went quiet. Her husband died unexpectedly in 1959, leaving her to raise their two sons. Settling in central New Jersey, she eventually reactivated her artistic practice and was a member of the Princeton Art Association.

    
    Notes

    

    
    	Thank you to Dennis Nurkse for speaking with me about his mother and her time at Atelier 17. Unless otherwise noted, biographical information comes from our conversations in 2016 and 2017. ↩

    	See student registration card, Art Students League, New York. ↩

    	In an oral history, Alicia Bell Legg explained that she and Berger Nurkse became friends through their mothers, who both resided in Englewood, New Jersey. Alicia Legg, Oral History Program, interview by Sharon Zane, June 5, 1991, 13, The Museum of Modern Art Archives, New York. ↩

    	Ellen G. Landau, Artists for Victory (Washington DC: Library of Congress, 1983), 16. The Library of Congress holds an impression of Wounded Soldiers in its collection. ↩

    

    
     
    
    
        
    
    
        
    
    9.  Angela Bing

    

    
    [image: Unidentified photographer, Brooklyn Museum Art School class, from left Angela Bing, Dorothy Fuchigami, Marty Berman, and Murray Fresta, 1948. Reproduced from “Students in Sculpture Class Seriously After Careers,” in The Brooklyn Daily Eagle, November 12, 1948.]Unidentified photographer, Brooklyn Museum Art School class, from left Angela Bing, Dorothy Fuchigami, Marty Berman, and Murray Fresta, 1948. Reproduced from “Students in Sculpture Class Seriously After Careers,” in The Brooklyn Daily Eagle, November 12, 1948.
    
    
    
    
    	Life Dates
    	1929-unknown
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Angela Bing
    

    
    

    Angela Bing was born in New York City, though information about her early years is very limited.1 After high school, Bing enrolled at Brooklyn College where she graduated in 1951 with a degree in art and design. Simultaneously, she pursued additional art studies at the Brooklyn Museum Art School where she took classes between 1946 and 1949.2 During these years of her training, she expressed a strong desire to pursue a career as an artist. An article in the Brooklyn Daily Eagle about students enrolled in the daytime sculpture classes at the Brooklyn Museum Art School remarked Bing was “certain she has found her true profession.”3 According to the student ledger book Peter Grippe kept, Angela Bing was student at Atelier 17 in the spring of 1952 and received scholarship to cover her tuition and materials.4 That year, she exhibited one of the etchings she produced, Across the River, in the Brooklyn Museum’s Sixth National Print Annual. Another print titled Endless Streets by an artist identified only as “Bing” was in the collection of Stanley William Hayter.5 Like so many other budding women artists of her generation, Bing’s aspirations career fell short, likely the result of financial considerations. By 1956, she listed “teaching” as her profession on the occasion of a voyage to Europe. Nothing further is known about Angela Bing’s life.
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    	The 1940 census lists Angela Bing, aged 10, living with her mother Jean Bing (widowed) and her maternal family in Crown Heights. *1940 United States Federal Census.* Provo, UT: Ancestry.com Operations, Inc., 2012. ↩

    	Bing’s attendance at Brooklyn College was confirmed through National Student Clearinghouse. Jennifer Neal, associate archivist at the Brooklyn Museum, confirmed Bing’s attendance in an email to the author, January 30, 2017. ↩

    	“Students in Sculpture Class Seriously After Careers,” Brooklyn Daily Eagle, November 12, 1948, 17. ↩

    	Student ledger book, p. 3, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	Untitled and undated list, Helen Phillips Papers, Paris, France ↩

    

    
     
    
    
        
    
    
        
    
    10.  Isabel Bishop

    

    
    [image: Peter A. Juley & Son, photograph of Isabel Bishop. Black and white photographic print, 8 x 10 in. Peter A. Juley & Son Collection, Smithsonian American Art Museum.]Peter A. Juley & Son, photograph of Isabel Bishop. Black and white photographic print, 8 x 10 in. Peter A. Juley & Son Collection, Smithsonian American Art Museum.
    
    

    
    [image: Isabel Bishop, Playing with an Idea (with Stanley William Hayter), 1931-43, printed 1985. Etching and engraving, plate: 5 7/8 x 3 15/16 in. (14.9 x 10 cm); sheet: 13 x 10 in. (33 x 25.4 cm). Davis Museum at Wellesley College, Mass. The Nancy Gray Sherrill, Class of 1954, Collection (2008.207). © Estate of Isabel Bishop. Courtesy of DC Moore Gallery, New York.]Isabel Bishop, Playing with an Idea (with Stanley William Hayter), 1931-43, printed 1985. Etching and engraving, plate: 5 7/8 x 3 15/16 in. (14.9 x 10 cm); sheet: 13 x 10 in. (33 x 25.4 cm). Davis Museum at Wellesley College, Mass. The Nancy Gray Sherrill, Class of 1954, Collection (2008.207). © Estate of Isabel Bishop. Courtesy of DC Moore Gallery, New York.
    
    
    
    
    	Life Dates
    	1902-1988
    

    
    	Place of Birth
    	Cincinnati, OH, USA
    

    
    	Place of Death
    	Riverdale, NY, USA
    

    
    	Birth Name
    	Isabel Bishop
    

    
    

    The well-known urban scene painter Isabel Bishop was among the earliest wave of artists to enroll in Stanley William Hayter’s class at the New School. By the time of her attendance in 1943, she was in her forties and already well established in the New York art world, having had several solo exhibitions at the Midtown Gallery throughout the 1930s. Bishop began making figural line etchings in 1925, and she likely pursued instruction in engraving with Hayter at the encouragement of fellow Fourteenth Street School colleague Reginald Marsh, who had himself been a student at Atelier 17 in 1940. Two uneditioned plates, both recycled from earlier efforts in etching, give a snapshot of how Bishop learned to handle the engraver’s burin and execute both curved and straight lines.1 Bishop realized two engraved plates of female figures during her time at the New School, but both were editioned much later in the artist’s life. She made only one more engraving in 1949 and instead greatly favored the quickness and portability of sketching an etching from life. In 1961 Bishop transformed her printmaking practice through the introduction of aquatint, which became a major element in the remainder of her oeuvre in the graphic arts.

    
    Selected Bibliography

    Teller, Susan, and Alan Hyman. Isabel Bishop: Etchings, Engravings and Aquatints: A Catalogue Raisonné. 3rd ed. San Francisco: Alan Wofsy Fine Art, 2000.

    Todd, Ellen Wiley. The “New Woman” Revised: Painting and Gender Politics on Fourteenth Street. Berkeley: University of California Press, 1993.

    
    
    Notes

    

    
    	For Bishop’s engravings, see entries 7A, 12A, 30, 33, and 44 in Susan Teller and Alan Hyman, [Isabel Bishop: Etchings, Engravings and Aquatints: A Catalogue Raisonné,]{.underline} 3rd ed. (San Francisco: Alan Wofsy Fine Art, 2000). ↩

    

    
     
    
    
        
    
    
        
    
    11.  Nell Blaine

    

    
    [image: Robert Bass, photograph of Nell Blaine, 1942/1943. Nell Blaine papers, 1930-1985. Archives of American Art, Smithsonian Institution.]Robert Bass, photograph of Nell Blaine, 1942/1943. Nell Blaine papers, 1930-1985. Archives of American Art, Smithsonian Institution.
    
    

    
    [image: Nell Blaine, Untitled, 1947. Etching, plate: 5 15/16 x 8 5/16 in. (15.1 x 21.1 cm); sheet: 7 13/16 x 5 9/16 in. (19.8 x 14.2 cm). Worcester Art Museum, Mass. Gift from the Estate of Nell Blaine. Estate of Nell Blaine, courtesy Tibor de Nagy, New York.]Nell Blaine, Untitled, 1947. Etching, plate: 5 15/16 x 8 5/16 in. (15.1 x 21.1 cm); sheet: 7 13/16 x 5 9/16 in. (19.8 x 14.2 cm). Worcester Art Museum, Mass. Gift from the Estate of Nell Blaine. Estate of Nell Blaine, courtesy Tibor de Nagy, New York.
    
    
    
    
    	Life Dates
    	1922-1996
    

    
    	Place of Birth
    	Richmond, VA, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Nell Blaine
    

    
    

    Born into a working-class family in Richmond, Virginia, Nell Blaine was afflicted with terrible eye problems—extreme nearsightedness and cross-eyes—that gave her an introspective focus and fueled her determination to acquire basic drawing skills. In 1939 she entered the Richmond Professional Institute’s School of Art, made possible through a work-study scholarship. Among her teachers was Worden Day, a guest instructor and fellow Virginian who had spent several years studying and working in New York. Their meeting was kismet. The two shared similar family backgrounds, both having fairly religious parents who disapproved of their artistic activities. Given their ten-year age gap, Blaine looked up to Day as a mentor, and Day enjoyed serving in this role, one of the first indications of her inclinations toward feminist solidarity. According to Blaine, Day was a major early influence: “She activated a lot of strivings for me and urged me to read, among other things, Virginia Woolf’s ‘A Room of One’s Own.’ It was Worden who got me interested in landscape painting.”1 Day also urged Blaine to move to New York, which she did in 1942. Blaine thrived there, attending class with Hans Hofmann while working part-time—sometimes in office jobs, sometimes as a monitor in Hofmann’s studio—to make ends meet. In 1946 Blaine applied the funds from a fellowship awarded by the Virginia Museum of Fine Arts to pursue instruction at Atelier 17, almost certainly at the suggestion of Day.2 She made six plates using a combination of engraving and etching, all of which showcase the type of organic abstraction that typified her style at this time. Blaine never printed more than a handful of impressions and never exhibited them much, keeping the proofs in a folder labeled “OLD ETCHINGS.”3 Blaine was a key part of the New York avant-garde during this period, as a member of the American Abstract Artists and the Jane Street Gallery, one of the first artist-run cooperatives. She was also part of the stable of artists at Tibor de Nagy Gallery. Blaine returned to printmaking much later in her career, decades after recovering from the paralyzing effects of polio.

    
    Archives

    Nell Blaine papers, 1930-1985, Archives of American Art, Smithsonian Institution.

    Research files for The Stamp of Impulse: Abstract Expressionist Prints (exhibition), Worcester Art Museum, Worcester, Mass.
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    Notes

    

    
    	Quoted in Martica Sawin, Nell Blaine: Her Art and Life (New York: Hudson Hills, 1998), 18. ↩

    	Blaine had some previous printmaking experience through Will Barnet’s Saturday etching classes at the Art Students League, which she attended just after arriving in New York. See her student registration card, Art Students League, New York. ↩

    	Carolyn Harris, Nell Blaine’s partner, explained Blaine’s participation at Atelier 17 in a series of letters to David Acton, then serving as curator of Prints, Drawings, and Photography at the Worcester Art Museum. These letters, dated between July 1997 and May 2001, are in the Worcester Art Museum’s files. ↩

    

    
     
    
    
        
    
    
        
    
    12.  Grace Borgenicht Brandt

    

    
    [image: Unidentified photographer, Grace Borgenicht working at Atelier 17, ca. 1945-50. Estate of Grace Borgenicht Brandt, Baltimore.]Unidentified photographer, Grace Borgenicht working at Atelier 17, ca. 1945-50. Estate of Grace Borgenicht Brandt, Baltimore.
    
    

    
    [image: Grace Borgenicht Brandt, Trees, ca. 1945-50. Etching, plate: 8 x 9 ¾ in. (20.3 x 24.8 cm); sheet: 8 ¾ x 11 ½ in. (22.2 x 29.2 cm). Estate of Grace Borgenicht Brandt, Baltimore.]Grace Borgenicht Brandt, Trees, ca. 1945-50. Etching, plate: 8 x 9 ¾ in. (20.3 x 24.8 cm); sheet: 8 ¾ x 11 ½ in. (22.2 x 29.2 cm). Estate of Grace Borgenicht Brandt, Baltimore.
    
    

    
    [image: Grace Borgenicht Brandt, Old Home Acres, ca. 1945-50. Etching, plate: 6 7/8 x 9 ¾ in. Estate of Grace Borgenicht Brandt, Baltimore.]Grace Borgenicht Brandt, Old Home Acres, ca. 1945-50. Etching, plate: 6 7/8 x 9 ¾ in. Estate of Grace Borgenicht Brandt, Baltimore.
    
    
    
    
    	Life Dates
    	1915-2001
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Grace Lubell
    

    
    

    Grace Lubell was born in New York to a well-to-do Jewish family who lived on Manhattan’s Upper West Side.1 She attended New College, a short-lived progressive undergraduate division of Columbia University meant to prepare students for teaching careers. New College students were encouraged to study abroad, and Lubell spent part of 1934 in Paris at the studio of André Lhote. In 1938 she married Jack Borgenicht, with whom she had three daughters. Working as an artist throughout the 1940s, she focused on watercolor and had several solo shows at the Laurel Gallery (two in 1947 and one in 1950). Although her watercolors were mostly representational—depicting the environs of Scranton, Pennsylvania, where her husband had a dress-manufacturing factory—they were robust and expressively executed, often incorporating splatters and added textures such as sand or sawdust.2 Borgenicht studied at Atelier 17 sometime in the mid- to late 1940s but produced few prints. Examples include natural subjects such as a gnarly old tree that fills the plate area, or a scene of a rural barn and silo. Around the same time, Borgenicht became a co-director of Laurel with owner Chris Ritter, and her membership to Atelier 17 was likely the catalyst for the workshop’s group show there in 1949 (though she did not exhibit any of her own prints). She increasingly transitioned away from art-making toward gallery management and opened her own gallery in 1951, just after Laurel closed. Shortly after the inaugural show featuring Jimmy Ernst’s work, Grace Borgenicht Gallery held a group exhibition by Atelier 17 members, which traveled to the Baltimore Museum of Art, the Walker Art Center, and Michigan State College. Borgenicht married the painter Warren Brandt in 1960, and her gallery remained open until the 1990s.

    
    Archives

    Grace Borgenicht Gallery records, circa 1953-1996, Archives of American Art, Smithsonian Institution.
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    	Much of the biographical information about Grace Borgenicht Brant comes from a conversation between the author and her daughter Lois Borgenicht, Christina Weyl, February 2, 2017. ↩

    	A. R., “Grace Borgenicht,” [Art News]{.underline} 49 (March 1950): 50. Lois Borgenicht recalled her mother had self-doubt about working in watercolors and being labeled a “lady watercolorist.” Lois Borgenicht, telephone conversation with Christina Weyl, February 2, 2017. ↩

    

    
     
    
    
        
    
    
        
    
    13.  Louise Bourgeois

    

    
    [image: Louise Bourgeois with her sculpture The Visitors Arrive at the Door, on the roof of her apartment at 142 East 10th Street, ca. 1944. © 2019 The Easton Foundation / Licensed by VAGA at Artists Rights Society (ARS), NY.]Louise Bourgeois with her sculpture The Visitors Arrive at the Door, on the roof of her apartment at 142 East 10th Street, ca. 1944. © 2019 The Easton Foundation / Licensed by VAGA at Artists Rights Society (ARS), NY.
    
    

    
    [image: Louise Bourgeois, He Disappeared into Complete Silence (plate 6), 1947. Engraving on paper, 10 x 7 1/8 in. (25.4 x 18.1 cm). Collection The Easton Foundation, New York. © 2019 The Easton Foundation / Licensed by VAGA at Artists Rights Society (ARS), NY.]Louise Bourgeois, He Disappeared into Complete Silence (plate 6), 1947. Engraving on paper, 10 x 7 1/8 in. (25.4 x 18.1 cm). Collection The Easton Foundation, New York. © 2019 The Easton Foundation / Licensed by VAGA at Artists Rights Society (ARS), NY.
    
    
    
    
    	Life Dates
    	1911-2010
    

    
    	Place of Birth
    	Paris, France
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Louise Bourgeois
    

    
    

    Born in 1911 in Paris, Bourgeois grew up in a fairly well to do family who operated a tapestry restoration business. Her life was fairly uneventful until Bourgeois’s father began an affair with his children’s English tutor, and the trauma of his infidelities and her role as a go-between for her parents would remain with the artist for her entire lifetime.1 After high school, she briefly pursued a degree in mathematics at the Sorbonne (partially to escape her father’s influence and the grief of her mother’s death), but quickly gave it up in favor of artistic studies. During the mid-1930s, Bourgeois attended a number of art schools in France—including the École des Beaux Arts, Académie de la Grande-Chaumière, Académie Ranson, Académie Colarossi, and Académie Julian—in a frenetic burst of independence and creative exploration.2 The unconventionality of these various institutions and her instructors was immensely energizing to the young Bourgeois who had, to that point, lived a very conventional existence. In addition to meeting fellow bohemians in school and learning modernist ideologies, she also brushed shoulders with Paris’s surrealist community, having rented an apartment above André Breton’s Galerie Gradiva (but she never formally introduced herself to any of these figures).3 In August 1938, her world changed forever when a young American art historian, Robert Goldwater (1907-1973) walked into the small gallery she operated out of her family’s tapestry gallery. The two wedded only three weeks later and departed a month after that for New York City.

    Adjusting to her new life in the United States was difficult. With her husband occupied by teaching and writing, Bourgeois was free most of the day to wander New York City in what she called a “manageable loneliness.”4 Almost immediately, she sought out the familiar by enrolling at the Art Students League.5 In November through the following May, she was a student in the life class of Vaclav Vytlacil (1892-1984), an American born to Czech parents who trained in Europe with Hans Hofmann and was a founding member of the American Abstract Artists. In the spring, she added etching classes with Harry Sternberg (1904-2001), a noted printmaker and political activist. But this freedom would soon end since Bourgeois and Goldwater welcomed three sons within four years of marrying, one adopted (born 1936) and two biological (born 1940 and 1941). During the most demanding years of her sons’ early childhood, Bourgeois’s diaries are filled with notes about the boys’ health (fevers, cold symptoms, temperaments) and her frustration at not having enough time to work or not accomplishing enough during the time she had available.6 Many of Bourgeois’s prints and drawings from the late 1930s and early 1940s successfully combine these two dominant spheres of influence in portraits of her husband and children in scenes of her domestic activities.

    According to her datebooks, Bourgeois began her work at Atelier 17 in the fall of 1946 and continued going there sporadically throughout 1947. During this time, she completed the plates for her illustrated portfolio He Disappeared into Complete Silence (1947), printing the images herself at Atelier 17. Gemor Press printed the accompanying text and distributed the book.7 The postwar period’s burgeoning print market must have incentivized Bourgeois to produce He Disappeared into Complete Silence. As she later told several interviewers, this portfolio and her other single prints were a way to gain exposure within the New York art world and build a professional reputation.8 In 1945, she had had her first solo show of paintings at Bertha Schaefer Gallery, but was still looking for ways to increase her visibility. Although she and Goldwater operated in the highest echelons of New York City’s cultural circles, joining Atelier 17 was a way for Bourgeois to feel personally connected to New York’s tight-knit printmaking community (an added bonus was the workshop’s many French speakers). She made many friends as a result of her Atelier 17 affiliation, including the Brooklyn Museum’s print curator Una Johnson, the architect Le Corbusier, Spanish surrealist Joan Miró, and Chilean artist Nemesio Antúnez.9 Through the process of making the He Disappeared into Complete Silence portfolio, Bourgeois also became invested in architectonic constructions and translated them to freestanding sculptures, which were shown in succession at Peridot Gallery between 1949 and 1953.
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    14.  Cynthia Brants

    

    
    [image: Lotte Jacobi, Cynthia Brants (No. 8), ca. 1945. © 2019 The University of New Hampshire.]Lotte Jacobi, Cynthia Brants (No. 8), ca. 1945. © 2019 The University of New Hampshire.
    
    

    
    [image: Cynthia Brants, Venus, 1943. Engraving and soft ground etching, plate: 4 x 4 7/8 in. (10.2 x 12.4 cm); sheet: 8 7/8 x 11 ¾ in. (22.5 x 29.8 cm). Courtesy Cynthia Brants Trust, Granbury, Tex.]Cynthia Brants, Venus, 1943. Engraving and soft ground etching, plate: 4 x 4 7/8 in. (10.2 x 12.4 cm); sheet: 8 7/8 x 11 ¾ in. (22.5 x 29.8 cm). Courtesy Cynthia Brants Trust, Granbury, Tex.
    
    
    
    
    	Life Dates
    	1924-2006
    

    
    	Place of Birth
    	Fort Worth, TX, USA
    

    
    	Place of Death
    	Fort Worth, TX, USA
    

    
    	Birth Name
    	Cynthia Brants
    

    
    

    Cynthia Brants, a lifelong Texan, was born into a prominent Fort Worth family. At nine years old she realized she wanted to be an artist after sitting for a portrait with Dickson Reeder, a local artist who had coincidentally studied at Atelier 17 in Paris from 1936 to 1937 alongside his soon-to-be wife, Flora Blanc.1 In her teens Brants pursued instruction from other local artists including Blanche McVeigh, Evaline Sellors, and Wade Jolly. She attended Sarah Lawrence College beginning in 1941, where she met her lifelong mentor, Kurt Roesch. He had a profound impact on Brants’s career, introducing her to European modernism and arranging for her to attend Atelier 17 during her junior year. She jumped at the opportunity to study with Hayter and dove into printmaking studies with characteristic pluck. Prints such as Venus show her exploring two of Atelier 17’s core processes—engraving and soft ground etching—and foreshadow her rigorous technical experimentation at the printmaking studio she established in Granbury, Texas, in the 1970s.2 After a short, post-college trip to Europe, Brants returned to Texas, where she became a member of the Fort Worth Circle of modernist artists and taught at various institutions. Her paintings and prints reflected a lifelong engagement with cubism and use of geometry to animate nature.

    
    Archives

    Cynthia Brants Papers, Robert E. Nail, Jr. Archives, Old Jail Art Center, Albany TX.

    
    
    Selected Bibliography
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    Notes

    

    
    	Margaret Blagg, Beyond the Circle: Cynthia Brants (Albany, Tex.: Old Jail Art Center, 2007), 5. ↩

    	For more on Brants’s work as a printmaker, see Mark L. Smith, Off the Edge: The Experimental Prints of Cynthia Brants (Austin: Flatbed Galleries, 2009). ↩

    

    
     
    
    
        
    
    
        
    
    15.  Sylvia Carewe

    

    
    [image: Unidentified photographer, Sylvia Carewe in her studio on 85th Street with Lights of Broadway, 1957. Sylvia Carewe papers, ca. 1930-1972, Archives of American Art, Smithsonian Institution.]Unidentified photographer, Sylvia Carewe in her studio on 85th Street with Lights of Broadway, 1957. Sylvia Carewe papers, ca. 1930-1972, Archives of American Art, Smithsonian Institution.
    
    

    
    [image: Sylvia Carewe, Ebb and Flow, 1953. Etching and aquatint, plate: 11 ¾ x 14 7/8 inches (29.8 x 37.8 cm.). Grey Art Gallery, New York University Art Collection, Gift of the Estate of Sylvia Carewe, 1982.15. Courtesy estate of the artist]Sylvia Carewe, Ebb and Flow, 1953. Etching and aquatint, plate: 11 ¾ x 14 7/8 inches (29.8 x 37.8 cm.). Grey Art Gallery, New York University Art Collection, Gift of the Estate of Sylvia Carewe, 1982.15. Courtesy estate of the artist
    
    

    
    [image: Sylvia Carewe, At Anchor, 1954. Etching and drypoint, plate: 11 7/8 x 14 5/8 inches (30.2 x 37.1 cm.). Grey Art Gallery, New York University Art Collection, Gift of the Estate of Sylvia Carewe, 1982.16. Courtesy estate of the artist.]Sylvia Carewe, At Anchor, 1954. Etching and drypoint, plate: 11 7/8 x 14 5/8 inches (30.2 x 37.1 cm.). Grey Art Gallery, New York University Art Collection, Gift of the Estate of Sylvia Carewe, 1982.16. Courtesy estate of the artist.
    
    
    
    
    	Life Dates
    	1906-1981
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Sylvia Kerewsky
    

    
    

    Sylvia Carewe (née Kerewsky) was the oldest daughter and second child born to Esther and Louis Kerewsky, who immigrated to New York City from Uman, Russia (now central Ukraine) in 1899.1 She changed her last name to Carewe around 1930 and entered the advertising industry after attending Columbia University.2 Carewe acted in a multifaceted role in advertising, writing ad copy, drawing images, executing market research.3 She began to work as a fine artist around 1943. After her marriage in October 1944, Carewe switched from commercial to fine art and, by September 1947, she had her first solo exhibition of paintings and gouaches at The Three Arts, a gallery in Poughkeepsie, New York, near where she and her husband, Marvin Small—also advertising executive and businessman—had a summer home in Millbrook, New York.4 The couple became increasingly involved within the New York and Paris arts community as collectors of modern art and as friends of artists, dealers and others in the art world. Carewe had three solo exhibitions at ACA Gallery (1948, 1950, 1953), the first as a result of winning an annual competition. During these early years, her paintings were very boldly colored, figurative abstractions executed in a primitive style, which mostly captured the locales from her frequent travels. Carewe was largely self-taught and had brief instruction with Hans Hofmann and Yasuo Kuniyoshi. Between January 1953 and May 1954, she worked at Atelier 17 and made several etchings, which she showed at The Three Arts in March 1954.5 Dorothy Dehner and I. Rice Pereira were close friends of Carewe’s at this time, and it is possible that one of them may have introduced her to Atelier 17. Two rare impressions of Carewe’s early etchings, likely created at Atelier 17, evidence her experimentation with printmaking techniques.6 In the first, Ebb and Flow (1953), Carewe dribbled stop-out varnish abstractly onto the plate and completed it by etching a spiral design into the white circle and lines into the crescent shape. This work was a forerunner to a tapestry design, La Firmament, that Carewe would create in the late 1950s and early 1960s with Braquenié & Cie, the renown weaver in Aubusson, France. The second, At Anchor (1954), features a very primitive, nocturnal composition of several boats and buoys rocking on the waves—a frequent motif of Carewe’s work through several media.

    Carewe continued to create prints through the late 1950s, expanding the complexity of her designs and also trying her hand at lithography, though she turned her focus increasingly to nocturnal paintings and drawings of city lights, and, more importantly, tapestry design. Encouraged by Katia Granoff, who represented the artist’s work in Paris, Carewe was one of the earliest modern artists—and one of the first women—to adopt the historic art form, a precursor to the explosion of modern tapestry manufacture during the 1960s and 1970s.7 She worked under the sponsorship of the French cultural attaché and created original cartons for her tapestry designs, which were produced with Braquenié & Cie. Represented by French & Company in New York, Carewe’s tapestries were well received, and John and Jacqueline Kennedy purchased one for their apartment at the Carlyle Hotel.8 In addition to the visual arts, Carewe was a prolific poet and writer of short stories.9

    
    Archives

    Sylvia Carewe Papers, Special Collections Research Center, Syracuse University Libraries

    Sylvia Carewe Papers, ca. 1930-1972, Archives of American Art, Smithsonian Institution
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    Notes

    

    
    	Information about Carewe’s family comes from Louis Kerewsky’s Declaration of Intention to become a naturalized citizen of the United States, dated April 6, 1910: National Archives and Records Administration, Washington, DC, Records of District Courts of the United States, 1685-2009: RG 21. Additional data about the Kerewsky family is available in the 1910 census (Brooklyn Ward 26, Kings, New York; Roll: T624_978; Page: 9A; Enumeration District: 0807; FHL microfilm: 1374991) and 1920 census (Manhattan Assembly District 6, New York, New York; Roll: T625_1196; Page: 9B; Enumeration District: 501). ↩

    	The finding aid for Carewe’s papers at Syracuse University Libraries contains a basic outline of the artist’s life. Unless otherwise noted, biographical and professional details are courtesy of John Small, telephone conversation with Christina Weyl, February 14, 2017, several emails with Small over the winter of 2017 and summer 2019, and a biography Carewe sketched in the 1960s courtesy of John Small. ↩

    	Melissa A. McEuen mentions Carewe’s work in advertising in Making War, Making Women: Femininity and Duty on the American Home Front, 1941-1945 (Athens, GA: University of Georgia Press, 2011), 179. Carewe was also involved in selecting talent and writing scripts for soap operas on the radio, as part of managing several Proctor and Gamble accounts. Emails and conversations with John Small. ↩

    	“Sylvia Carewe,” Poughkeepsie, NY: The Three Arts, September 2-30, 1947, courtesy John Small (Carewe’s son). A handwritten biography found in the Grippe Collection at the Allentown Art Museum lays out a helpful summary of Carewe’s early exhibition history. ↩

    	Student ledger book, p. 4, Allentown Art Museum/Grippe Collection, Allentown, Penn. Notice of Carewe’s show can be found in “Personal Mention,” Poughkeepsie Journal, February 27, 1954, 3. An exhibition catalogue for this show has not yet been found. ↩

    	The artist’s estate donated these prints to the Grey Art Gallery at New York University. ↩

    	For a survey of the postwar explosion of modern tapestry, see K. L. H. Wells, Weaving Modernism: Postwar Tapestry between Paris and New York (New Haven: Yale University Press, 2019). ↩

    	Two of her tapestries and one full size carton are in the permanent collection of the Metropolitan Museum of Art: The City, 1959 (1974.292) and The Fire, 1960 (1981.502.1) and its carton (1981.502.2). ↩

    	Carewe’s archives at the Archives of American Art and Syracuse University contain many examples of her writing. ↩

    

    
     
    
    
        
    
    
        
    
    16.  Hazel Hanson Chilstrom

    

    
    [image: William Givler, Hazel Chilstrom (standing, third from left) with classmates at the Museum Art School, ca. 1948, Courtesy Oregon Historical Society, McLarty Collection, Acc. 25902, Box 1.]William Givler, Hazel Chilstrom (standing, third from left) with classmates at the Museum Art School, ca. 1948, Courtesy Oregon Historical Society, McLarty Collection, Acc. 25902, Box 1.
    
    

    
    [image: Hazel Chilstrom, 2 AM Coffee, 8th Street, Greenwich Village, 1954. Intaglio, unknown dimensions.]Hazel Chilstrom, 2 AM Coffee, 8th Street, Greenwich Village, 1954. Intaglio, unknown dimensions.
    
    

    
    [image: Hazel Chilstrom, Seated Woman, ca. 1950. Lithograph, 15 x 12 in. Courtesy Robin Chilstrom.]Hazel Chilstrom, Seated Woman, ca. 1950. Lithograph, 15 x 12 in. Courtesy Robin Chilstrom.
    
    

    
    [image: Hazel Chilstrom, Dancer, ca. 1950. Lithograph, 14.5 x 19 in. Courtesy Robin Chilstrom.]Hazel Chilstrom, Dancer, ca. 1950. Lithograph, 14.5 x 19 in. Courtesy Robin Chilstrom.
    
    
    
    
    	Life Dates
    	1919-2002
    

    
    	Place of Birth
    	Portland, OR, USA
    

    
    	Place of Death
    	Portland, OR, USA
    

    
    	Birth Name
    	Hazel Hanson
    

    
    

    Hazel Hanson was born in Portland, Oregon, the third of four children. Her parents were blue-collar laborers, her mother a laundry folder and her father employed in various industries like meat processing, milling, and construction.1 In 1947, Hanson enrolled in classes at the Museum Art School, then based at the Portland Art Museum (the school is now independently affiliated as the Pacific Northwest College of Art), and she graduated with a four-year certificate in May 1951.2 She received a Tiffany Foundation Award in 1952 for her work in printmaking, and this grant likely supported her residency in New York City where she studied briefly at Atelier 17 in the fall of 1952.3 While living in New York, she also married Ray Chilstrom, son of an artistic family from Oregon and fellow classmate at the Museum Art School.4 After returning to the Pacific Northwest, the Chilstroms had three children, and she continued to work as an artist, exhibiting at the Oregon State Fair in 1958 and at the Salem Art Museum with the Chilstrom family in 1958, among other venues. Her work was mostly representational, but executed through the lens of modernism seen in her expressionist and symbolist inspired prints. In the 1960s, the Chilstroms both gave up their careers in the visual arts and moved to Southern California where they became involved in community theater, co-founding the Horizon Players in Simi Valley. Chilstrom died in Oregon in 2002.
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    notes

    

    
    	Information about Chilstrom’s family comes from the 1920 census (Portland, Multnomah, Oregon; Roll: T625_1503; Page: 5B; Enumeration District: 183) and 1930 census (Portland, Multnomah, Oregon; Page: 4A; Enumeration District: 0275; FHL microfilm: 2341685). ↩

    	Thank you to Serenity Ibsen, Interim Director of Library Services, Albert Solheim Library at the Pacific Northwest College of Art, for confirming the attendance records. ↩

    	Student ledger book, p. 10, Allentown Art Museum/Grippe Collection, Allentown, Penn. For biographical information about the artist, see “Chilstroms Exhibit as a Family,” Statesman Journal, October 12, 1958, 21. ↩

    	Ancestry.com, New York, New York, Marriage License Indexes, 1907-2018. Lehi, UT: Ancestry.com Operations, Inc., 2017. ↩

    

    
     
    
    
        
    
    
        
    
    17.  Margaret Cilento

    

    
    [image: Unknown photographer, Margaret Cilento in 1951 on her return to Brisbane from New York and Paris. Courtesy Jeanne-Marie Cilento.]Unknown photographer, Margaret Cilento in 1951 on her return to Brisbane from New York and Paris. Courtesy Jeanne-Marie Cilento.
    
    

    
    [image: Margaret Cilento, Fall of Icarus, 1948. Engraving and etching, plate: 14 7/8 x 17 5/8 in, sheet: 19 5/8 x 22 ¾ in. Courtesy Dolan/Maxwell, Philadelphia, PA, and estate of Margaret Cilento.]Margaret Cilento, Fall of Icarus, 1948. Engraving and etching, plate: 14 7/8 x 17 5/8 in, sheet: 19 5/8 x 22 ¾ in. Courtesy Dolan/Maxwell, Philadelphia, PA, and estate of Margaret Cilento.
    
    

    
    [image: Margaret Cilento, Abstraction, 1947. Etching, plate: 10 1/16 x 13 1/16 in. (25.6 x 33.2 cm); sheet: 10 1/16 x 13 1/16 in. (25.6 x 33.2 cm). National Gallery of Australia, Canberra. Gordon Darling Australasian Print Fund, 1993. Courtesy estate of Margaret Cilento.]Margaret Cilento, Abstraction, 1947. Etching, plate: 10 1/16 x 13 1/16 in. (25.6 x 33.2 cm); sheet: 10 1/16 x 13 1/16 in. (25.6 x 33.2 cm). National Gallery of Australia, Canberra. Gordon Darling Australasian Print Fund, 1993. Courtesy estate of Margaret Cilento.
    
    

    
    [image: Margaret Cilento, Sea Crab, 1948. Etching, plate: 6 x 7 ¾ in., sheet: 10 x 13 1/8 in. Courtesy Dolan/Maxwell, Philadelphia, PA, and estate of Margaret Cilento.]Margaret Cilento, Sea Crab, 1948. Etching, plate: 6 x 7 ¾ in., sheet: 10 x 13 1/8 in. Courtesy Dolan/Maxwell, Philadelphia, PA, and estate of Margaret Cilento.
    
    
    
    
    	Life Dates
    	1923-2006
    

    
    	Place of Birth
    	Sydney, Australia
    

    
    	Place of Death
    	Seaford, Australia
    

    
    	Birth Name
    	Margaret Cilento
    

    
    

    Margaret Cilento was the eldest daughter and second child born to Sir Raphael and Lady Phyllis Cilento, both prominent doctors and policy advocates in Australia. Cilento suffered from deafness as a child, which contributed to her early gravitation toward the visual arts. She began formal art studies in high school at Sommerville House in Brisbane and continued at the East Sydney Technical College, from which she graduated in 1945.1 The Australian art scene was divided at this moment between the conservative, government-backed Australian Academy of Art and more progressive opposition groups such as the Contemporary Art Society and Sydney Group, founded in 1938 and 1945, respectively. Although Cilento exhibited with the former group on several occasions, her in-depth exposure to avant-garde styles did not occur until she reached New York in 1947. Fellow Australian and Atelier 17 member Anne Wienholt encouraged Cilento to come to New York, where her father was serving as the United Nations Director for Refugees and Displaced Persons. Cilento won the Wattle League Scholarship funded by the Half Dozen Group, Brisbane, which covered her tuition expenses at Atelier 17 but did not provide for travel and lodging, and so she lived with her family. After a two-year introduction to the city’s postwar art community—studying at Atelier 17, the Subjects of the Artist School, and Rufino Tamayo’s class at the Brooklyn Museum of Art—Cilento departed in 1949 with her family for Europe. She worked as a monitor in Atelier 17’s newly reopened Paris studio before returning to Australia in 1951, suffering from hepatitis. The prints Cilento made at Atelier 17 across these years range from semi-abstract portraits, animal studies, and representations of mythical subjects, to fully abstract, expressively rendered plates, as seen in her spatial study Abstraction (1947) and three uniquely inked proofs of Abstract Expression (1947).2 From 1954 to 1965 she lived abroad again in London, where she studied at the Central School of Art at Goldsmith’s College and met her husband, Geoff Maslen, whom she married in 1963. The couple returned to Australia shortly thereafter, and Cilento continued to work as an artist, with a particular focus on portraiture of her children and expressive representations of the human body. She maintained a printing press in her home studio but worked mostly in oil paint.3
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    	The most complete record of Cilento’s career can be found in Jude Savage, “Atelier 17 and Australian Women Artists in New York: Margaret Cilento at Home and Abroad, 1946–1965” (MA thesis, Australian National University, 1995). ↩

    	The National Gallery of Australia in Canberra, has a substantial collection of Cilento’s prints, acquired through the Gordon Darling Australasian Print Fund. ↩

    	Geoff Maslen to Christina Weyl, 24 January 2018. ↩

    

    
     
    
    
        
    
    
        
    
    18.  Minna Citron

    

    
    [image: Unidentified photographer, Minna Citron, ca. 1948. Collection of Christiane H. Citron, Denver.]Unidentified photographer, Minna Citron, ca. 1948. Collection of Christiane H. Citron, Denver.
    
    

    
    [image: Minna Citron, Shattered Monocle, 1946. Engraving and aquatint, 4 5/8 x 5 ½ in. Courtesy Dolan/Maxwell, Philadelphia, PA. © 2019 Estate of Minna Citron / Licensed by VAGA at Artists Rights Society (ARS), NY.]Minna Citron, Shattered Monocle, 1946. Engraving and aquatint, 4 5/8 x 5 ½ in. Courtesy Dolan/Maxwell, Philadelphia, PA. © 2019 Estate of Minna Citron / Licensed by VAGA at Artists Rights Society (ARS), NY.
    
    

    
    [image: Minna Citron, Whatever, 1946. Etching and engraving on wove paper, plate: 2 ½ x 1 ½ in. (6.4 x 3.8 cm); sheet: 6 1/8 x 5 ¼ in. (15.6 x 13.3 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1951.16.18. © 2019 Estate of Minna Citron / Licensed by VAGA at Artists Rights Society (ARS), NY.]Minna Citron, Whatever, 1946. Etching and engraving on wove paper, plate: 2 ½ x 1 ½ in. (6.4 x 3.8 cm); sheet: 6 1/8 x 5 ¼ in. (15.6 x 13.3 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1951.16.18. © 2019 Estate of Minna Citron / Licensed by VAGA at Artists Rights Society (ARS), NY.
    
    

    
    [image: Minna Citron, Way thru the Woods, 1948. Color soft ground etching, plate: 8 7/8 x 12 1/16 in. (33.3 x 47.3 cm); sheet: 13 1/8 x 18 5/8 in. (22.5 x 30.6 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1951.16.17. © 2019 Estate of Minna Citron / Licensed by VAGA at Artists Rights Society (ARS), NY.]Minna Citron, Way thru the Woods, 1948. Color soft ground etching, plate: 8 7/8 x 12 1/16 in. (33.3 x 47.3 cm); sheet: 13 1/8 x 18 5/8 in. (22.5 x 30.6 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1951.16.17. © 2019 Estate of Minna Citron / Licensed by VAGA at Artists Rights Society (ARS), NY.
    
    
    
    
    	Life Dates
    	1896-1991
    

    
    	Place of Birth
    	Newark, NJ, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Minna Wright
    

    
    

    Born in New Jersey but raised in Brooklyn, Minna Wright was the much-desired daughter and fifth child of well-established merchants.1 She married in 1917 at the age of twenty to Henry Citron, following a courtship of getting to know one another through their common interests in dancing and sports like tennis, golf, and horseback riding.2 Her overbearing mother, having been widowed in 1905 when Minna was just eight years old, wholeheartedly approved the marriage, encouraging her daughter to follow societal norms that “girls must marry.”3

    Although Minna Citron did not recognize her ambitions to be an artist until around 1924, she realized almost immediately that she desired more independence to pursue interests outside of her marriage. When the United States entered World War I only two weeks after their marriage, she joined the American Red Cross Motor Corps. Her husband objected to this volunteer activity, presumably because it distracted from the expectation of her full-time duties as a wife, and balked at the idea of her driving the ambulance (they compromised and she instead rode inside as a nurse). Because of her husband’s prosperity working for his family’s paper box manufacturing business, Citron had a fair amount of help caring for the couple’s two sons—born in 1919 and 1923—but she was unhappy in her life and marriage (compounding things, her domineering mother had moved in with the young couple).4 She watched as her friends had “their two babies” and “eas[ed] their way out of the house and into professions.”5 One friend, in particular, enrolled in the psychology program at the New York Social Work School, and Citron tagged along to a lecture by Marion Kenworthy (1891-1980). Sigmund Freud’s ideas were already in the air, and this and other experiences reinforced a growing consciousness of her personal growth as an individual from the “immature girl” her husband had married.6 On the advice of a psychologist at her children’s school, she entered psychoanalysis with Frankwood E. Williams (1883-1936) around the middle of the decade. Citron recalled in later autobiographical writings that she hoped the lengthy process of analysis would allow her to “achieve more personal freedom” and “grow up.”7

    She began to test new waters by attending art classes at the Brooklyn Institute of Arts and Sciences (1924-25), the New York School of Applied Design for Women (1925-27), and the Art Students League starting in summer 1928. She pursued classes with Kenneth Hayes Miller and Kimon Nicolaïdes, among others. Flexing her independence outside the home, she also regularly attended Miller’s Wednesday night tea party at his studio and remembered “I’m free!” when taking the bus back to her apartment.8

    Shortly thereafter, Citron embarked on two European trips, first in June 1931, taking her older son Casper to Paris with a group of classmates from the Art Students League, and the following summer she went to Germany with her younger son.0

    Citron’s professional breakthrough was her “Feminanities” show at Midtown Gallery in May 1935 (the title intentionally elided the words “femininity” and “inane” to form a pun suggesting Citron’s views about the depleted state of women’s civic engagement).9 Previously, she had two solo shows in 1932—one of paintings at Brownell-Lambertson Gallery in February and the other of drawings and lithographs at the New School in November—and neither generated much critical notice. This third exhibition at Midtown caused such a stir that every local paper carried a review and even the national Time magazine offered a short feature.10 Citron’s paintings called attention to the superficiality and immaturity of middle-class American women by parodying aspects of their daily life, like shopping and beauty culture. In the post-suffrage decades, collective feminist action had waned as several disparate ideological factions competed to effect measurable change for women’s position in American politics and society. Within six months of the Midtown exhibition, Citron would move to dissolve her divorce—her first petition in New York state, where she alleged adultery in what seemed to be trumped up charges, was unsuccessful, and she instead went to Nevada for a “Reno divorce.”11 Her point of view in the interviews she gave reporters about “Feminanities” was of a liberated woman urging other women to take charge of their lives and become fully realized individuals. In one newspaper, Citron is quoted as saying “Women are such children: I want to see them adult.”12

    Minna Citron’s initiation to Atelier 17 was significant to her career, as she switched from realism to abstraction. After the success of “Feminanities,” Citron became most associated with the Fourteenth Street School, a loose affiliation of painters—most notably Kenneth Hayes Miller, Reginald Marsh, Raphael Soyer, Moses Soyer, and Isabel Bishop—who worked in and around Union Square and depicted the neighborhood’s primary activities: shopping and lunching, mostly done by female consumers and store clerks.13 Marsh and Bishop were some of Hayter’s earliest pupils at the New School, and it is likely through these colleagues that Citron learned of Atelier 17.14 While Hayter’s teachings about automatism and unearthing unconscious imagery through engraving did not alter either Marsh’s or Bishop’s characteristic urban realist style, Citron was ready for a change. In January 1946, Citron held a solo show at ACA Gallery, which consisted of her first experiments in abstraction.15 New York Times critic Edward Alden Jewell joked about what he perceived to be her sharp detour from realism: “her hegira into abstraction has been … headlong. In fact, she has become full-fledged over night… . Citron, in her present flux, seems most convincing when she just lets go and the hell with nature.”16 Similarly, Kenneth Hayes Miller, her friend, mentor, and teacher, warned her not to pursue this stylistic experiment. In an interview she recalls their exchange:

    
    Miller warned me, ‘Minna, if your work changes, you’ll lose your following.’ Well, I said, ‘Well, I’m gonna do what I wanna do.’ And I think that’s been the thing that has made me very happy in life. If you’re not free to do what you feel you should be doing, it’s just as though you were handcuffed or chained. If somebody or something is holding you back, maybe you have to pay a price to break the connection, but why not pay if its something that’s important to you?17

    

    Beginning her affiliation with Atelier 17 in 1946 at fifty not only solidified Citron’s stylistic departure into what she saw as a freer expression, it also brought her in contact with a new network of like-minded modernists. Her Atelier 17 colleagues—particularly her lifelong friend and collaborator Jan Gelb—were not disparaging of her shift, but instead encouraging of her search for self-actualization and supported her exploration into her inner psyche. The prints Citron made after 1946 are mostly abstract but with playful, witty titles that often confused (male) critics who interpreted the works as unserious and lighthearted—but they were anything but that.
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    Notes

    

    
    	It should be noted that Citron’s Jewish surname was Anglicized from Recht to Wright after her father’s family, from the region of Alsace in France, came to America. ↩

    	Clemens Resseguier, “Minna Citron: Her Work and Her Stories” circa 1980, 20, Judith Brodsky Papers, Rutgers University Special Collections, New Brunswick, NJ. Minna Citron was not good at remembering dates (particularly about her marriage), and she often stated her wedding occurred in 1916. However, she and Henry Citron obtained their marriage license in 1917. See “Marriage Licenses,” Brooklyn Daily Eagle, March 15, 1917, 12. ↩

    	Clemens Resseguier, “Minna Citron: Her Work and Her Stories” (circa 1980), 20, Judith Brodsky Papers, Rutgers University Special Collections. ↩

    	The Citron family’s box manufacturing company—Shampain, Citron and Clark—was based in Elizabeth, New Jersey and made luxury gift boxes for major department stores. ↩

    	As quoted in Resseguier, “Minna Citron,” 26. ↩

    	As quoted in Resseguier, 30. ↩

    	As quoted in Resseguier, 33. ↩

    	As quoted in John N. Kotre and Elizabeth Hall, Seasons of Life: Our Dramatic Journey from Birth to Death (Boston: Little, Brown, 1990), 340. ↩

    	For more on this show, see chapter 2 in Jennifer L. Streb, “Minna Citron: A Socio-Historical Study of an Artist’s Feminist Social Realism in the 1930s” (PhD diss., The Pennsylvania State University, 2004). ↩

    	“Feminanities,” Time, May 6, 1935, 34. ↩

    	Similar to her inaccurate memory of her wedding date, Citron’s often stated her divorce happened in 1934 but it was 1936. Local New York newspapers ran gossipy stories about the Citrons’s divorce trial in January 1936. It appears Minna Citron hired a private detective to catch Henry committing adultery, but he pleaded it was a set up and the jury agreed. See “Framed, Citron Cries in His Story to Jury,” Brooklyn Daily Eagle, January 9, 1936, 1, 2; “Round’n Around’n Around – and It Comes Out – in Court,” New York Post, January 9, 1936, 3. The Reno Gazette-Journal recorded the divorce decree on May 20, 1936. ↩

    	As quoted in Geraldine Sartain, “Woman Artist Tries to Ridicule Feminine Silliness With Brush,” New York World-Telegram, April 19, 1935. ↩

    	For an excellent study on the Fourteenth Street School, see Ellen Wiley Todd, The “New Woman” Revised: Painting and Gender Politics on Fourteenth Street (Berkeley: University of California Press, 1993). ↩

    	Marsh had been practicing engraving since the 1930s, having learned from retired bank note engraver. He was in the first class of students enrolled in Hayter’s class in the fall of 1940. See Norman Sasowsky, The Prints of Reginald Marsh (New York: C. N. Potter; distributed by Crown Publishers, 1976), 30–31; Gerald W. R. Ward, ed., The Grove Encyclopedia of Materials and Techniques in Art (New York: Oxford University Press, 2008), 198. Bishop studied with Hayter in 1943. See catalogue entries 7A and 12A in Susan Teller and Alan Hyman, Isabel Bishop: Etchings, Engravings and Aquatints: A Catalogue Raisonné, 3rd ed. (San Francisco: Alan Wofsy Fine Art, 2000). ↩

    	The catalogue for the show at ACA Gallery can be found in the Minna Wright Citron Papers, Archives of American Art, Smithsonian Institution, reel 97:524-525. ↩

    	This clipping is located in the Newark Public Library’s artist file for Citron. It bears the New York Times logo and is hand-dated January 1, 1946, but the author has been unable to confirm exactly when the review ran. In his text, Jewell cites paintings that were in the ACA Gallery show (Hauteur, Continuum, and Devastation). ↩

    	As quoted in Kotre and Hall, Seasons of Life, 340–41. ↩

    

    
     
    
    
        
    
    
        
    
    19.  Ruth Cyril

    

    
    [image: Unidentified photographer, Ruth Cyril, ca. 1960. Courtesy Guggenheim Foundation Archives, New York.]Unidentified photographer, Ruth Cyril, ca. 1960. Courtesy Guggenheim Foundation Archives, New York.
    
    

    
    [image: Ruth Cyril, Undersea, 1955. Aquatint, plate: 19 x 31 7/8 in. (48.3 x 81 cm), sheet: 24 ¾ x 36 ½ in. (62.9 x 92.7 cm). National Gallery of Art, Washington, D.C., Rosenwald Collection, 1964.8.547.]Ruth Cyril, Undersea, 1955. Aquatint, plate: 19 x 31 7/8 in. (48.3 x 81 cm), sheet: 24 ¾ x 36 ½ in. (62.9 x 92.7 cm). National Gallery of Art, Washington, D.C., Rosenwald Collection, 1964.8.547.
    
    
    
    
    	Life Dates
    	1920-unknown
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	Unknown
    

    
    	Birth Name
    	Ruth Goldfarb
    

    
    

    Ruth Goldfarb was the oldest of three daughters born to Charles and Esther Goldfarb. The working-class family lived in the Bronx’s University Heights neighborhood. While attending Walton High School, Goldfarb took art classes at the Greenwich House, a former settlement house offering after-school enrichment programs. After graduating in 1937, Goldfarb studied at several local institutions: Hunter College (1939), the New School for Social Research (1940–42), studio schools of Hans Hofmann and Vaclav Vytlacil (roughly 1943–45), and the School of Contemporary Art, an as-yet-unidentified institution.1 At the last school, she learned jewelry design, which provided steady employment in years to come.2 By 1947, when she joined Atelier 17, Goldfarb had changed her last name to “Cyril,” and she eventually dropped “Ruth” in favor of simply “Cyril,” an androgynous pseudonym.3 According to Fred Becker, who taught Cyril’s introductory class at Atelier 17, her initial prints were highly influenced by Hayter.4 Eventually, she developed unique ways of achieving sculptural depth by introducing techniques she practiced in jewelry design. As seen in the print Undersea, she exposed her plates to violent open-biting in the acid bath and scratched stiff wire brushes to create semi-abstract and atmospheric effects. Cyril traveled to Paris in June 1950 to hone her printmaking skills at Paris Imprimeurs, and she remained a member of Atelier 17 until its closure in 1955, serving as workshop monitor in May 1952. She earned a Fulbright grant in 1957–58, through which she traveled to France, studied at the Sorbonne’s Institut d’Art et d’Archéologie, and joined the print publisher La Guilde Internationale de la Gravure.5 Cyril staked her professional reputation on printmaking. She had international solo shows at Nina Dausset Gallery, Paris (1950), Redfern Gallery, London (1950), and Circle and Square Gallery, New York (1954), and in 1959 she organized a major traveling exhibition of prints, which toured to the Addison Gallery of American Art, McNay Art Museum, and Portland Art Museum, among other venues.6 She also earned a prestigious solo show at the Smithsonian Institution’s Division of Graphic Arts in spring 1963.7 Despite her important contributions to experimental printmaking and her constant professional activity, Cyril’s further career details remain fuzzy. She was loosely affiliated with the art dealer Leo Castelli from the mid-1940s onward, and also showed prints with Knoedler and Company.8 As a result of her name change, her birth date is usually given inaccurately as 1938, and her death date cannot yet be confirmed.9

    
    Archives

    Application materials, Guggenheim Foundation, New York.

    Special Exhibition File, National Museum of American History, Smithsonian Institution, Washington, D.C.

    
    
    Selected Bibliography

    Cyril: Gravures et Eaux-Fortes, Aquarelles et Peintures. Paris: Galerie “La Gravure,” 1961.

    “Remodeled Museum Interior to Be Opened to Public View Saturday.” The Evening Independent. December 17, 1965.

    
    
    Notes

    

    
    	In résumés, Cyril said she studied with Vytlacil at the Art Students League, but there is no official record of her enrollment with him. Her student record card (filed under “Goldfarb”) lists one summer course in 1939 with Nathaniel Dirk; see Art Students League of New York student registration cards. ↩

    	In applications to the Guggenheim Foundation, Cyril listed many jewelry design jobs for Tiffany and Co., Trabert and Hoeffer, Charles Valliant Inc., and others. Guggenheim Foundation archives, New York. ↩

    	She never married, and thus it is unclear where “Cyril” came from. Anti-Semitism may have been at play. It appears that Cyril’s parents adopted the surname as well. In her 1960 application for a Guggenheim grant, Cyril indicated her next of kin were Charles and Esther Cyril; Guggenheim Foundation archives, New York. ↩

    	Fred Becker, recommendation letter for Cyril’s 1953 application for a Guggenheim fellowship, Guggenheim Foundation archives, New York. ↩

    	For more information on La Guilde Internationale de la Gravure, see entries L.1110b and L.4670 in Frits Lugt, Les Marques de Collections de Dessins et d’Estampes. ↩

    	Cyril continued to market this exhibition into the 1960s. ↩

    	The file for Ruth Cyril in the Special Exhibition File, National Museum of American History, Smithsonian Institution provides a major resource of career information. ↩

    	Stanley William Hayter to Helen Phillips, “Friday” [no date, likely mid-1940s], says: “Castelli promoting with who would you think… your young friend Cyril,” Helen Phillips Papers, Paris. Leo Castelli Gallery Records, Archives of American Art/Smithsonian Institution, also has a smattering of information about Cyril (box 44/folder 17 and box 106/folder 18). ↩

    	Cyril’s life dates are often given as 1938 to 1988, based on another person named Ruth Cyril. ↩

    

    
     
    
    
        
    
    
        
    
    20.  Teresa D’Amico Fourpome

    

    
    [image: Unidentified photographer, Teresa D’Amico Fourpome, ca. 1960. Courtesy Diana Fourpome.]Unidentified photographer, Teresa D’Amico Fourpome, ca. 1960. Courtesy Diana Fourpome.
    
    

    
    [image: Teresa D’Amico Fourpome, Braco e Negro, ca. 1944. Etching and scorper, plate: 7 7/8 x 10 7/8 in., sheet: 10 x 13 in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Teresa D’Amico Fourpome, Braco e Negro, ca. 1944. Etching and scorper, plate: 7 7/8 x 10 7/8 in., sheet: 10 x 13 in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1914-1965
    

    
    	Place of Birth
    	São Paulo, Brazil
    

    
    	Place of Death
    	São Paulo, Brazil
    

    
    	Birth Name
    	Teresa d’Amico
    

    
    

    Teresa D’Amico was born in São Paulo, Brazil, and studied at the Escola de Belas Artes de São Paulo with Nicola Rollo (1889-1970), an Italian-born sculptor who came to Brazil in his twenties.1 Her family was French by heritage, and sometime in the 1930s she sought further instruction in sculpture in Paris. She lived abroad in New York City from 1941 until 1948, during which time she studied sculpture at the Art Students League, first with William Zorach and later with Ossip Zadakine.2 While in New York, she also married Henry P. Françoise Fourpome and had two children, Rene and Jean Jacques. Around 1944, she became affiliated with Atelier 17. Although she did not exhibit with the Atelier 17 group in its show at the Museum of Modern Art in 1944, one of her prints, Braco e Negro, was sent on the subsequent tour of this exhibition to venues in Latin America.3 This heavily bitten etching and engraving was also included in the studio’s two subsequent shows at the Willard Gallery (1945) and Leicester Galleries (1947). An impression of *Braco e Negro*—the only known intaglio print by Fourpome—was once in the collection of Stanley William Hayter. After her return to Brazil, D’Amico’s art focused increasingly on painting and mixed-media and showcased elements of Bahia folklore.

    
    Selected Bibliography

    Shipp, Steve. “Teresa d’Amico Foupone [sic].” In Latin American and Caribbean Artists of the Modern Era: A Biographical Dictionary of over 12,700 Persons, 194. Jefferson, NC: McFarland  & Co, 2003.

    
    
    Notes

    

    
    	The artist’s name is spelled in many ways, including Tereza, Theresa, Damico, Foupone. Basic biographical information about D’Amico Fourpome can be found through the Itaú Cultural, an encyclopedia of Brazilian culture. The artist’s granddaughter, Diana Fourpome, was also helpful in filling in biographical details. ↩

    	See the artist’s student registration card, Art Students League of New York. Biographical information about d’Amico Fourpome often states she attended “the Rockefeller Foundation” while in the United States. While the Rockefeller Archive Center cannot substantiate any direct support, it is possible she interacted with members of the Rockefeller family. Mary Ann Quinn (Archivist, Rockefeller Archive Center), email to Christina Weyl, March 24, 2017. ↩

    	After the exhibition’s run at the Museum of Modern Art in the fall of 1944, the museum organized two traveling exhibitions, one that circulated within the United States and the other that went to venues in Latin America. D’Amico Fourpome was invited to exhibit a work in the latter, along with three other Latin American women artists who had worked at Atelier 17: Lucía Quintero, Lily Garafulic, and Maria Martins. For more about the Latin American exhibition, see Department of Circulating Exhibition Records (II.1.86.2.1), The Museum of Modern Art Archives, New York. ↩

    

    
     
    
    
        
    
    
        
    
    21.  Worden Day

    

    
    [image: Unidentified photographer, Worden Day at Hudson Street studio, ca. 1939. Courtesy Constance DuHamel.]Unidentified photographer, Worden Day at Hudson Street studio, ca. 1939. Courtesy Constance DuHamel.
    
    

    
    [image: Worden Day, The Glass Cabinet, 1944. Etching, aquatint, and soft ground etching, plate: 15 ¾ x 12 1/8 in. (40 x 30.5 cm), sheet: 23 1/8 x 15 15/16 in. (58.5 x 40.5 cm). British Museum, 2012,7025.65. Art courtesy estate of Worden Day. Photo courtesy of the Trustees of the British Museum.]Worden Day, The Glass Cabinet, 1944. Etching, aquatint, and soft ground etching, plate: 15 ¾ x 12 1/8 in. (40 x 30.5 cm), sheet: 23 1/8 x 15 15/16 in. (58.5 x 40.5 cm). British Museum, 2012,7025.65. Art courtesy estate of Worden Day. Photo courtesy of the Trustees of the British Museum.
    
    

    
    [image: Worden Day, Atelier 17, c. 1947. Color woodcut, image: 20 ¼ x 6 inches (51.4 x 15.2 cm), sheet: 22 x 7 1/8 inches (55.9 x 18.1 cm). Philadelphia Museum of Art, Purchased with the Lola Downin Peck Fund from the Carl and Laura Zigrosser Collection, 1982-10-280 Courtesy Constance DuHamel.]Worden Day, Atelier 17, c. 1947. Color woodcut, image: 20 ¼ x 6 inches (51.4 x 15.2 cm), sheet: 22 x 7 1/8 inches (55.9 x 18.1 cm). Philadelphia Museum of Art, Purchased with the Lola Downin Peck Fund from the Carl and Laura Zigrosser Collection, 1982-10-280 Courtesy Constance DuHamel.
    
    
    
    
    	Life Dates
    	1912-1986
    

    
    	Place of Birth
    	Columbus, OH, USA
    

    
    	Place of Death
    	Montclair, NJ, USA
    

    
    	Birth Name
    	Esther A. Day
    

    
    

    Esther A. Day was born in 1912 in Columbus, Ohio, the youngest child and only daughter of Daniel and Katherine Day, respectively a Methodist minister and the daughter of the lighthouse keeper on Great Captain Island in Greenwich, Connecticut.1 Day described her parents as “hippies,” owing to their relatively eccentric dress and liberal ideologies, which contributed to her father’s dismissal from the Methodist Conference before her birth. Day’s earliest years were spent on a farm outside Hopewell, Virginia, which sits at the fork between the James and Appomattox Rivers. The city’s population boomed after the DuPont Company opened a dynamite factory there, and Day’s father resumed preaching in 1915 on a “freelance” basis to the souls of rural Virginia.2 As a child, Day witnessed the frenetic performances of evangelical preachers like Billy Sunday and Aimee McPherson when traveling “on the circuit” with her family. Drawing with crayons in between church pews as a child—intended to keep her quiet during services—fostered an early interest in art.3 The Days moved frequently within Virginia, and they settled by 1920 in Alexandria. Her engagement in the arts grew through proximity to Washington D.C.’s museums, particularly the Corcoran Gallery of Art, Phillips Collection, Freer Gallery of Art, and Smithsonian Institution.4

    Day was the valedictorian of her high school class and earned a scholarship to Randolph-Macon Woman’s College, from which she graduated in 1934. Upon graduation, the Pennsylvania Academy of the Fine Arts offered Day a scholarship but she knew that New York City had a more vibrant arts community. Living in New York for six years before departing for various traveling fellowships, Day worked a number of jobs—waitress, medical illustrator, packager of spices, contract lithographer, among others—while devoting herself to art studies at several local institutions.5 Day was perpetually enrolled at the Art Students League, where she took in classes with a smattering of teachers, including life classes with Leon Kroll, William von Schlegell, Yasuo Kuniyoshi, Jean Charlot, and Vaclav Vytlacil and printmaking classes with Harry Sternberg and Will Barnet.6 In addition to the League, she sought out instruction at two other schools. In her first year in New York, she enrolled in classes at the independent studio of the Latvian-born artist Maurice Sterne and recently emigrated German expressionist George Grosz. After one year with Sterne-Grosz, she switched to the Florence Cane School of Art, remaining there from 1935 to 1937.7 Day’s teachers at the Cane School were Jean Charlot and Emilio Amero, both in their own ways greatly influenced by Mexican history and the country’s homegrown modernism. From them, she learned a wide-ranging set of skills, which included a host of printmaking techniques. Almost immediately, she put her lessons into practical use as the supervisor of a workshop run by the Works Progress Administration that printed remedial reading books for New York City’s public schools using a color offset lithography press.

    After much searching, Day’s world came together in the fall of 1938 when she found Vaclav Vytlacil’s class at the League. She not only discovered an inspiring teacher, but she also entered the vibrant community of young artists who congregated around “Vyt,” as they called him, and his mentor Hans Hofmann, who was at that point teaching downtown on Eighth Street. Since arriving in New York in 1934, Day had been searching for a network of “serious art students” and been disappointed, particularly with the caliber of students at Sterne-Grosz’s school where most were “wealthy women with a sprinkling of doctors and retired businessmen.”8 Among her closest colleagues from Vytlacil’s class were the painter Bessie Boris (1917-1993), Leo Garel, and Don Duncan. As Day said, they became “inseparable friends,” socializing at each other’s studios, imbibing and cooking dinner together, discussing poetry and one another’s paintings, shuttling back and forth between the Vytlacil’s classroom at the League and Hofmann’s studio on Eighth Street, and going to various summer art colonies.

    All of these activities culminated in several early professional achievements for Day. She had three major exhibitions in 1940: a “duo” show with Mark Baum (1903-1997) at Perls Gallery in New York City and solo shows at her alma mater and at the Virginia Museum of Fine Arts.9 Her style at this point was decidedly realist and regionalist with a twinge of surrealism. Day admired the brooding and enigmatic canvases of Giorgio de Chirico, and she created her own surrealistic situations inspired by the world she was most familiar—rural America. Winning two traveling fellowships, the first from the Virginia Museum of Fine Arts and the second from the Julius Rosenwald Fund, she left New York City just as Hayter was reestablishing Atelier 17 in America. Hearing about the printmaking workshop during her second year as a Rosenwald fellow, she returned to New York in 1942 to attend Hayter’s course. Having some experience already in printmaking, she was ready to dive into Hayter’s teachings and use engraving as way to discover more about herself personally and as an artist. The Glass Cabinet is perhaps a self-portrait of Day peering in through a window at a dollhouse filled with unusual objects such a s a pitcher and plate. On the wall, there are linear drawings of a fish, a compass, and a four-fingered hand—strangely foreshadowing Day’s fascination with ancient petroglyphs she would see in the American west only a few years later.

    She found herself drawn to the sculptural quality of engraving and, throughout the next decade, increasingly gravitated toward carving woodcuts and eventually creating three dimensional wooden sculptures. Day even taught a woodcut course at Atelier 17 upon her return to Atelier 17 after a stint as assistant professor at the University of Wyoming at Laramie.10 It is very likely that Day’s woodcut Atelier 17 commemorates this class, perhaps serving as a promotional poster. Atelier 17 also satisfied Day’s lifelong desire to be part of an energetic and engaged network of artists, and she formed cross-generational relationships with many members of the workshop whose prints she generously distributed across the country during various visiting fellowships and teaching positions in Kentucky, Missouri, Wyoming, and elsewhere. Day returned to Atelier 17 on several occasions between these “out-of-town” gigs, revealing the value she placed on the studio’s aesthetic experimentation and sense of community.

    
    Archives

    Worden Day Papers, 1940–1982, Archives of American Art, Smithsonian Institution, Washington, D.C.

    
    
    Selected Bibliography
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    Gilbert, Creighton. The Prints of Worden Day. Louisville, KY: University Library, University of Louisville, 1953.
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    Notes

    

    
    	Day consistently gave 1916 as her birth year, but government records instead indicate she was born in 1912. A “Certification of Birth” issued by Ohio’s Office of Vital Statistics and obtained by the author on December 6, 2017 confirm her birth on June 15, 1912. This birth year is echoed in the 1920 and 1940 census data and the Social Security Death Index. Like many women of her generation, Day probably walked back her birth year to make herself appear younger and more accomplished and to combat ageism in the art world. ↩

    	For more about her parents, see Day, “The Spiritual Journey of Worden Day,” 1, Worden Day Papers, Archives of American Art, Smithsonian Institution [henceforth WDP]; “Wealthy, Retired Minister Hears Pulpit Calling Him,” Harrisburg Telegraph, July 10, 1915, 6. ↩

    	Worden Day, “Autobiographical Journey,” 1, WDP. “Autobiographical Journey” was later reproduced in Day’s memorial exhibition: Una Johnson, Worden Day 40 Year Retrospective, 1946-1986: Drawings, Paintings, Prints and Sculpture (Trenton, NJ: New Jersey State Museum, 1986), unpaginated. I will reference the paginated copy in WDP. ↩

    	Day, “Autobiographical Journey,” 1; “Events that have had a Striking impact on my life,” #3, WDP (DuHamel). ↩

    	Thomas C. Colt, Jr., Esther Worden Day, Virginia Artist Series, No. 16 (Richmond, VA: Virginia Museum of Fine Arts, 1940). ↩

    	Student registration card, Art Students League of New York. ↩

    	Florence Cane (1882-1952) was a progressive educator and art therapist who was a follower of psychoanalysis and believed in the power of art making to uncover aspects of the human psyche and to bring a sense of completeness to an individual’s identity. Strains of her ideology appeared in Day’s 1965 article “Why Painters Turn Sculptors,” which explores how sculpture enabled many artists to tap into their “true dimension,” a synonym for one’s identity. ↩

    	Day, “Autobiographical Journey as an Artist.” ↩

    	Brochures for two of these shows are in WDP, reel 981:286-9. ↩

    	See notice of the class in “Woodcut Course at Atelier 17,” Arts Digest 29 (November 15, 1954): 15. In addition to the impression from the Philadelphia Museum illustrated here, another impressions can be found at the New York Public Library (call no. MEYN+). ↩

    

    
     
    
    
        
    
    
        
    
    22.  Dorothy Dehner

    

    
    [image: Unidentified photographer, Dorothy Dehner, 1959. Courtesy of the Dorothy Dehner Foundation.]Unidentified photographer, Dorothy Dehner, 1959. Courtesy of the Dorothy Dehner Foundation.
    
    

    
    [image: Dorothy Dehner, Letter, 1953. Etching, aquatint, and roulette, plate: 4 7/8 x 6 7/8 in. (12.5 x 17.6 cm). Courtesy Dolan/Maxwell, Philadelphia, PA. Courtesy of the Dorothy Dehner Foundation.]Dorothy Dehner, Letter, 1953. Etching, aquatint, and roulette, plate: 4 7/8 x 6 7/8 in. (12.5 x 17.6 cm). Courtesy Dolan/Maxwell, Philadelphia, PA. Courtesy of the Dorothy Dehner Foundation.
    
    
    
    
    	Life Dates
    	1901-1994
    

    
    	Place of Birth
    	Cleveland, OH, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Dorothy Dehner
    

    
    

    Dorothy Dehner was born 1901 in Cleveland, Ohio. Although Dehner’s parents and siblings all died before she reached the age of seventeen, family was nonetheless a major influence on her life’s creative ambitions and her belief in women’s capacity for individual achievement. Her mother and father, and eventually the aunts who helped to raise her after her mother’s death in 1917, modeled behaviors and ideologies that were significant to the young Dehner. Her father, the owner of a Cleveland pharmacy shop, was also intellectually creative and wrote short stories, albeit unpublished.1 Importantly, her mother was involved in the pacifist movement and was part of the first wave of activism for American women’s right to vote, though she would die before the passage of the Nineteenth Amendment.2 Her mother’s sisters, Flo and Cora Uphof, were also significant role models. They were quite different—Cora, the globetrotter who for twenty years lived a glamorous life abroad, and Flo the more grounded aunt who raised Dehner after she lost her nuclear family. The sisters, like Dehner’s mother, had musical backgrounds, having graduated from the Cincinnati Conservatory of Music, which fostered Dehner’s early interest in music, dance, and theater.3

    Dehner’s earliest creative expression involved some stage performance and dabbling in the visual arts. Her art classes in both elementary and high school were quite progressive for the first decades of the twentieth century and included modernist activities such as tearing paper and collaging it to make abstract designs.4 With her mother, sister and aunts, Dehner relocated to Pasadena, California, in 1915. While she attended high school and during the one semester she spent at the University of California, Los Angeles, Dehner performed with an acting troupe that would go onto start the Pasadena Playhouse.5 For a young woman who had already experienced quite a bit of freedom and had exposure to liberal philosophies from her parents and adult guardians, college was not rewarding; she chafed at the conformity, saying “It was too square for me,” and ultimately joined a sorority just to fit in.6 She remained in California for a short time longer, acting and studying dance and piano, and then made the decision to strike out on her own: initially to New York City in 1922 and, after a couple years of performing in plays and attending the American Academy of Dramatic Arts (academic year 1923-24), she ventured off to Europe in 1925 which she noted was vibrating with “new” expression.7 She spent a few months in Florence where she saw work by Old Masters at the same time she attended a performance by the German dancer and pioneer of expressionist movement, Mary Wigman (1886-1973).8 Travel to Paris was exhilarating, too. She caught the l’Exposition International des Arts Décoratifs et Industriels Modernes, which promoted the new Style Moderne or Art Deco, and also saw artwork by the Cubists and Fauves. Returning to New York in September 1925, she resolved to be a visual artist.

    She immediately registered for classes at the Art Students League.9 Although initially planning to study sculpture, she found the teaching of the League’s two instructors—William Zorach and Robert Laurent—less innovative and avant-garde than what she had seen in Paris. Instead she enrolled in drawings and painting classes with Kimon Nicolaïdes and Kenneth Hayes Miller. Though neither were particularly stimulating to Dehner’s modernist interests, Nicolaïdes was instrumental in teaching Dehner to successfully draw the objects she saw. Soon thereafter, she found her way to Jan Matulka (1890-1972), the Czech-American whose deep, personal exposure to European modernism appealed to Dehner. Like others in the class, she experimented with semi-abstraction using oil paint thickened with an array of materials (sand, cement, pebbles, coffee grounds) and related to Matulka on a personal level, having coffee near the League and going to his house for dinner. She and a dedicated cohort of students—among them David Smith, Burgoyne Diller, Edgar Levy, Irene Rice Pereira, Mary Lorenc, and Jim Robertson—would continue studying with Matulka even after he was pushed out of his position at the League in 1931.

    Along with Matulka’s classes at the League, Dehner’s courtship and marriage to David Smith in December 1927 inaugurated several “exciting and very yeasty” years.10 As the two artists pursued their own work, they were key members of the city’s bohemian community and developed close friendships with several artists and critics. Through friends Weber and Thomás Furlong, for example, Smith and Dehner met the influential avant-garde painter and theoretician John Graham (1886-1961) who would be a major figure in both artists’ lives. (The Furlongs also introduced Smith and Dehner to Bolton Landing in upstate New York where they bought a farmhouse in 1929, spending summers there until 1940 when they moved there fulltime.)

    Dehner and Smith traveled extensively together in early years of their marriage. Between October 1931 and June 1932, they lived on the island of St. Thomas in an attempt to follow Paul Gauguin’s example in the South Pacific. Dehner’s work during this sojourn mostly consisted of abstractions of the surrounding landscape and its flora and fauna. In the fall of 1935, the couple went to Europe, visiting Paris, Greece, Italy, London, and Russia before returning the following July.11 It was during this trip that Dehner and Smith met Stanley William Hayter, likely through John Graham’s introduction to the Surrealist community.12 While Smith chose to study with Hayter, Dehner was intimidated about working at the printmaking studio, likely a result of feeling insecure among the caliber of surrealist artists in residence.

    Upon their return to New York, Dehner increasingly struggled to reconcile her role as a wife with her professional aspirations. Although she maintained her studio practice and her intellectual engagement with liberal causes (both she and Smith were supporters of the Communist Party USA), Dehner had trouble accepting her progressively secondary position in her marriage supporting Smith as his career advanced rapidly. Important scholars of Dehner’s life like Joan Marter and Paula Wisotzki have masterfully shown the dissonances and disadvantages that the artist grappled with, including those specific to her situation (a miniscule studio space at Bolton Landing, competition with Smith, and his often violent, emotional outbursts) and more global, societal issues for women artists in general (discrimination in the gallery system, regulations that prevented her from participating in the WPA over Smith who was considered the “head of household”).13 Despite these issues, the 1940s were a period of greater professionalization for Dehner. She began to enter her work—mostly drawings, watercolors, and small egg tempera paintings—in juried exhibitions locally in New York and “out of town,” to use Dehner’s words.14 In 1948, she had her first solo show at Skidmore College, which featured mostly abstract watercolors and drawings. The solo show combined with these group exhibitions gave Dehner professional momentum and confidence that she, too, could succeed as an artist.

    An incident of physical violence in the fall of 1950 precipitated Dehner’s final separation from Smith (they also had a break in 1945 after a similar event). In this post-separation period, Dehner worked towards self-sufficiency—earning a bachelor of science from Skidmore College in June 1952 and teaching art at several programs—as she continued to paint and exhibit.15 Peter Grippe’s invitation to work at Atelier 17 came at an opportune moment for her personally and professionally. While Dehner at age fifty-one was already extremely well versed in avant-garde ideas and modernist self-expression, making prints at Atelier 17 reignited her early artistic attraction to working in three dimensions. The process of carving into the metal plate or etching out deeply bitten areas, as seen in prints like Letter, spurred her transition to sculpture, which was her exclusive focus for the remainder of her life. The artistic community at the printmaking workshop was also quite impactful. She became intrigued by fellow member David Slivka’s work in the lost wax technique and, after he declined to give her lessons, she sought instruction at the Sculpture Center, a member-based sculpture workshop and gallery space, and quickly made about a hundred sculptures.16 Aspects of her mature sculptural process show the influence of Dehner learning to carve with a burin.

    Atelier 17 is also where she met lifelong friends like Louise Nevelson; they met after Dehner admired Nevelson’s darkly printed sheets hanging from across the Atelier 17 studio.17 She maintained friendships with other Atelier 17 alumnae, such as Doris Seidler and Worden Day.

    
    Archives

    Dorothy Dehner Papers, 1920–1987 (bulk 1951–1987), Archives of American Art, Smithsonian Institution, Washington, D.C.

    
    
    Selected Bibliography

    Dehner, Dorothy. “Memories of Jan Matulka.” In Jan Matulka, 1890-1972, 77–80. Washington, D.C.: Smithsonian Institution Press, 1980.

    Glaubinger, Jane. Dorothy Dehner: Drawings, Prints, Sculpture. Cleveland, OH: The Cleveland Museum of Art, 1995.

    Marter, Joan. Dorothy Dehner: Sixty Years of Art. Katonah, NY: Katonah Museum of Art, 1993.

    Marter, Joan, and Richard L. Eagan. Dorothy Dehner: Heroic Sculpture. New York: Twining Gallery, 1990.

    Marter, Joan, and Sandra Kraskin. Dorothy Dehner: A Retrospective of Sculpture, Drawings and Paintings. New York: Baruch College/The City University of New York, 1991.

    Marter, Joan, Judith McCandless, and Michael Zakian. Dorothy Dehner and David Smith: Their Decades of Search and Fulfillment. New Brunswick, NJ: The Jane Voorhees Zimmerli Art Museum, 1983.

    McCandless, Judith. “Dorothy Dehner: Life-Line in Sculpture.” Whitney Museum Independent Study, 1974.

    Schwartz, Alexandra. David Smith: The Prints. New York: Pace Prints, 1987.

    Teller, Susan. Dorothy Dehner: A Retrospective of Prints. New York: Associated American Artists, 1987.

    Tornai, Esther Flora. “The Sculpture of Dorothy Dehner: The Abstract Expressionist Work.” PhD diss., Yale University, 1999.

    Weeren-Griek, Hans van. Dorothy Dehner, Ten Years of Sculpture. New York: The Jewish Museum, 1965.

    Wisotzki, Paula. “Americans Abroad: The 1930s, Politics, and the Experience of Europe.” Southwestern College Art Review XV, no. 5 (2010): 584–97.

    ———. “Dorothy Dehner and World War II: Not Just Life on the Farm.” Archives of American Art Journal 55, no. 1 (Spring 2016): 5–25.

    
    
    Notes

    

    
    	Judith McCandless, “Dorothy Dehner: Life-Line in Sculpture” (Whitney Museum Independent Study, 1974), Dorothy Dehner Papers, 1920–1987 (bulk 1951–1987), Archives of American Art, Smithsonian Institution, Washington, D.C., reel 1260:237 [henceforth cited as DDP]. ↩

    	In much of the scholarship on Dehner’s life, it is often reported that her mother died in 1916. According to the California, Death Index, 1905-1939 (accessed via Ancestry.com), Lulu B. Dehner died on October 28, 1917. ↩

    	Dorothy Dehner, interview by unknown interviewer, DDP, reel 796:641. ↩

    	Dehner interview, DDP, reel 796:639-40. ↩

    	Organized in 1917, the acting troupe was alternatively called the Gimour Brown Players (after its founder) or the Pasadena Community Players. The Pasadena Playhouse opened in 1924, long after Dehner had left Southern California. According to the registrar’s records, Dehner attended the University of California, Los Angeles for only the fall semester of 1921. ↩

    	Dehner interview, DDP, reel 796:642. ↩

    	Joan Marter, Dorothy Dehner: Sixty Years of Art (Katonah, NY: Katonah Museum of Art, 1993), 6–7. ↩

    	Dorothy Dehner to Margaret Haggerty, September 1967, DDP, reel 796:609. ↩

    	Dehner’s registration cards at the Art Students League of New York are missing. For the best summary of her time at the League, see Dorothy Dehner, “Memories of Jan Matulka,” in Jan Matulka, 1890-1972 (Washington, D.C.: Smithsonian Institution Press, 1980), 77–80. ↩

    	McCandless, “Dorothy Dehner: Life-Line in Sculpture,” DDP, reel 1269:243. ↩

    	For more on their European sojourn, see Paula Wisotzki, “Americans Abroad: The 1930s, Politics, and the Experience of Europe,” Southwestern College Art Review XV, no. 5 (2010): 584–97. ↩

    	Graham brought Dehner and Smith to a surrealist exhibition at the home of poet Paul Éluard, who was close friends with Hayter. McCandless, DDP, reel 1269:248. ↩

    	Joan Marter, Judith McCandless, and Michael Zakian, Dorothy Dehner and David Smith: Their Decades of Search and Fulfillment (New Brunswick, NJ: The Jane Voorhees Zimmerli Art Museum, 1983), 24–25; Paula Wisotzki, “Dorothy Dehner and World War II: Not Just Life on the Farm,” Archives of American Art Journal 55, no. 1 (Spring 2016): 16. ↩

    	Dehner maintained lists of some of these shows in DDP, reel 796:1598. For discussion of Dehner’s exhibiting at this time, see Wisotzki, “Dorothy Dehner and WWII,” 18 and 25, n. 43. ↩

    	The dates of Dehner’s attendance at Skidmore were February 1951 to June 1952, and she majored in Fine and Applied Art. Jean M. Lambert (Skidmore registrar’s office) email to Christina Weyl, December 20, 2016. Some of the places Dehner taught included Indian Hill in Stockbridge, Massachusetts, a New York State Extension Program at Haverstraw, New York, and the Barnard School for Girls in New York City. McCandless, “Dorothy Dehner: Life-Line in Sculpture,” DDP, reel 1269:255. ↩

    	Dehner interview, DDP, reel 796:648-49. ↩

    	Dorothy Dehner, interview by Laurie Wilson, June 17, 1977. Courtesy Laurie Wilson. ↩

    

    
     
    
    
        
    
    
        
    
    23.  Sari Dienes

    

    
    [image: Unidentified photographer, Sari Dienes, ca. 1940s. Courtesy Sari Dienes Foundation.]Unidentified photographer, Sari Dienes, ca. 1940s. Courtesy Sari Dienes Foundation.
    
    

    
    [image: Sari Dienes, Composition 13, 1949. Etching, plate: 13 5/8 x 11 in. (28 x 34.6 cm); sheet: 18 x 14 ¾ in. (46 x 37.3 cm). Sari Dienes Foundation, Pomona, N.Y. © 2019 Sari Dienes Foundation/Licensed by VAGA at Artists Rights Society (ARS), NY.]Sari Dienes, Composition 13, 1949. Etching, plate: 13 5/8 x 11 in. (28 x 34.6 cm); sheet: 18 x 14 ¾ in. (46 x 37.3 cm). Sari Dienes Foundation, Pomona, N.Y. © 2019 Sari Dienes Foundation/Licensed by VAGA at Artists Rights Society (ARS), NY.
    
    
    
    
    	Life Dates
    	1898-1992
    

    
    	Place of Birth
    	Debreczen, Hungary
    

    
    	Place of Death
    	Stony Point, NY, USA
    

    
    	Birth Name
    	Sarolta Maria Anna Chylinska
    

    
    

    Sarolta Maria Anna Chylinska was born in Debreczen, Hungary.1 In her teens, Sari (pronounced, as the artist explained, “sh” as in sugar, “a” as in art) pursued dance lessons in Budapest with Valéria Dienes, who was married to poet and mathematician Paul Dienes. Sari and Paul became romantically involved and married in 1922. The couple moved frequently for his work, living at times in Austria, Wales, and London. Beginning in the late 1920s through 1935, Sari Dienes—the name she used professionally—studied painting in Paris with Fernand Léger and Amédée Ozenfant at the Académie Moderne and with André Lhote. In 1936 she became the assistant director of the Ozenfant Academy of Fine Arts, London, and was in charge of recruiting new students, who included Leonora Carrington and Stella Snead. In 1939 she voyaged to New York at Ozenfant’s invitation, but the escalation of hostilities in Europe prevented Dienes from returning to England. She instead resettled in New York, and her studio in the Sherwood Studios building on Fifty-Seventh Street was a meeting point for the avant-garde. Her first solo show of drawings occurred in 1942 at the New School for Social Research, and this exhibition may be where she initially encountered Hayter and Atelier 17. She worked at the studio between 1949 and 1952. Always a consummate networker, Dienes befriended many Atelier 17 members and exhibited her prints regularly with the studio (at the Laurel Gallery, Peretz Johnnes Bookshop and Gallery, Milwaukee-Downer College, and Highfield Gallery).2 Her prints are highly finessed, featuring heavily encrusted passages of aquatint and deeply engraved markings produced with the scorper. They are largely abstract with metaphorical references to the primordial unknown and personal transitions. Dienes viewed the production of each print individually and consistently rotated the orientation of impressions pulled from the same plate. The experience of printing these highly textural plates spurred her interest in frottage, a process of rubbing graphite or crayon on paper over an uneven surface.3 Starting in 1952 Dienes began to make rubbings from nature (wood, bark, grass, and flowers), from man-made urban features (manhole covers, subway grates), and from ancient petroglyphs. Besides the inspiration she drew from making prints, Dienes’s experimental work in a neo-dada aesthetic was also fostered through friendships with artists such as Jasper Johns, Robert Rauschenberg, John Cage, and Ray Johnson (Cage and Johnson shared her interest in Zen Buddhism). In 1961 she moved her studio to the utopian cooperative called the Land in Stony Point, New York, and lived there until her death.

    
    Archives

    The Sari Dienes Foundation, Pomona, N.Y.
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    Notes

    

    
    	The Sari Dienes Foundation, Pomona, N.Y., is an excellent source of information about the artist’s career and work. Thank you to Barbara Pollitt and Rip Hayman for sharing memories of Dienes. ↩

    	Dienes’s 1952 application to the artists’ colony Yaddo provides a fairly complete record of her education, exhibition, and other professional activity. Courtesy of the Sari Dienes Foundation, Pomona, N.Y. ↩

    	In discussing her frottage work, Dienes said, “My work in graphics was of great help to me.” Sari Dienes and M. C. Richards, “Sari Dienes: Unconventional Use of Print Techniques,” Craft Horizons 16, no. 2 (March 1956): 36. ↩

    

    
     
    
    
        
    
    
        
    
    24.  Getta Skotchdopole Driscoll

    

    
    
    
    
    
    
    	Life Dates
    	1926-1979
    

    
    	Place of Birth
    	Kiev, Russia (now Ukraine)
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Gertrude Skotchdopole
    

    
    

    Born Gertrude Skotchdopole (alternate spellings Skocdopole or Skott) in Kiev to parents of Ukrainian-Russian heritage, she immigrated with her family to the United States as a two-year-old. Settling in Brooklyn, her father worked as an automobile repair mechanic and became a naturalized citizen in 1935.1 In May 1949, she briefly attended drawing class with John Groth at the Art Students League.2 She married Donald J. Driscoll sometime before working at Atelier 17 for one month in April 1952 (her name appears as Driscoll in the Grippe student ledger book), though no prints by the artist are known to exist.3 In 1956, the couple divorced in the state of Florida. In the early 1970s, she returned to the Art Students League for two months of evening painting classes. Nothing else is known about Getta Driscoll, including what her work looked like.

    
    Notes

    

    
    	A ship manifest of the Aquitania records Getta Skotchdople’s family’s arrival into New York on April 7, 1928. The family appears again in public record for the 1940 census: New York, Kings, New York; Roll: T627_2621; Page: 8B; Enumeration District: 24-2842. Her father John’s Petition for Citizenship also contains useful information about the family. National Archives and Records Administration, Records of District Courts of the United States, 1685-2009; Record Group Number: RG 21. ↩

    	Student registration card for “Getta Skott/Skotchdople,” Art Students League of New York. ↩

    	Student ledger book, p. 16, Allentown Art Museum/Grippe Collection, Allentown, Penn. A record of the couple’s marriage has not yet been found, but the state of Florida registers the divorce of Donald. J. Driscoll from Getta Driscoll in July 1956. Florida Department of Health, Florida Divorce Index, 1927-2001 (Jacksonville, FL, USA: Florida Department of Health). ↩

    

    
     
    
    
        
    
    
        
    
    25.  Virginia Dudley

    

    
    [image: Unidentified photographer, Virginia Dudley, ca. 1943. Fisk University, John Hope and Aurelia E. Franklin Library, Special Collections, Julius Rosenwald Fund Archives.]Unidentified photographer, Virginia Dudley, ca. 1943. Fisk University, John Hope and Aurelia E. Franklin Library, Special Collections, Julius Rosenwald Fund Archives.
    
    

    
    [image: Virginia Dudley, Tenement, ca. 1940. Lithograph, sheet: 15 5/8 x 12 ½ in. (39.7 x 31.8 cm). Metropolitan Museum of Art, Dorothy Noyes Arms and John Taylor Arms Memorial Collection, Gift of The Society of American Graphic Artists Inc., 1955 (55.553.128). Courtesy Patricia Collier.]Virginia Dudley, Tenement, ca. 1940. Lithograph, sheet: 15 5/8 x 12 ½ in. (39.7 x 31.8 cm). Metropolitan Museum of Art, Dorothy Noyes Arms and John Taylor Arms Memorial Collection, Gift of The Society of American Graphic Artists Inc., 1955 (55.553.128). Courtesy Patricia Collier.
    
    
    
    
    	Life Dates
    	1913-1981
    

    
    	Place of Birth
    	Spring City, TN, USA
    

    
    	Place of Death
    	Rising Fawn, GA, USA
    

    
    	Birth Name
    	Virginia Dudley
    

    
    

    Virginia Dudley was the second of three children born in rural Spring City, Tennessee, to Laura and Charles Dudley.1 The family eventually settled in Chattanooga, where her earliest exposure to art came at Chattanooga Central High School with teacher Margaret Hayes. Because of her father’s unexpected death in 1929, Dudley had to set aside aspirations to become a doctor and work instead as a photo restorer and airbrush artist at Success Portrait Company in Chattanooga. After six years of supporting her family, she earned a scholarship to attend the University of Chattanooga between 1937 and 1940 and had some of her first solo exhibitions locally during this period. Frank Braisden, her undergraduate art professor and mentor, nominated Dudley for a nationwide competition for a one-year scholarship to the Art Students League, which she won for a watercolor entitled Hilltop House. At the League during the 1940 to 1941 academic year, she took a variety of classes in sculpture (William Zorach), painting (Vaclav Vytlacil), and printmaking (Harry Sternberg).2 Dudley ended up staying in New York for two years beyond her scholarship, exploring classes at the Craft Students League and at the New School for Social Research, where she was a class monitor for Bernice Abbott. Dudley’s print Tenement Children was included in the Artists for Victory exhibition of 1942. In 1943, she won a fellowship from the Julius Rosenwald Fund to photograph, paint, and sketch social and economic conditions in the south for African Americans and poor whites.3 Upon her return to New York in 1945, Dudley finally found her way to Atelier 17, though none of her intaglio prints have survived. While in New York, Dudley met Joseph Spencer Moran, a poet whom she married in 1946. After brief travels to New Mexico for Moran’s teaching job and California for her master’s degree at Scripps College, they moved in 1950 to a one-room cabin on the top of Lookout Mountain in Georgia, which she had built with her first husband Oscar McElhaney who died in 1944. Living a largely bohemian lifestyle (no electricity or running water, no car), they established Hidden Faun Enamels, which produced modernist enamel plates and jewelry.4 The endeavor lasted for about seven years, at which point she and Moran divorced, and she then took positions with the United States military as director of arts and crafts at various domestic bases and in Korea. Later in life, Dudley produced many welded steel sculptures.

    
    Archives

    Julius Rosenwald Fund Archives at the Franklin Library, Fisk University

    Hamilton, Frank. “Virginia Evelyn Dudley: Her Life as Told Through the Press.” Accessed March 1, 2011.
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    Notes

    

    
    	Dudley’s application for the Rosenwald Fellowship includes many biographical details: Julius Rosenwald Fund Archives at the Franklin Library, Fisk University (Box 409, folder 6). See also Joe Thomas, Virginia Dudley and American Modernism (Kennesaw, GA: Zuckerman Museum of Art, 2014); Frank Hamilton, “Virginia Evelyn Dudley: Her Life as Told Through the Press,” accessed March 1, 2011. The artist’s niece, Patricia Collier, also provided helpful information about her aunt. ↩

    	Student registration card, Art Students League of New York. ↩

    	Julius Rosenwald Fund Archives at the Franklin Library, Fisk University (Box 409, folder 6). ↩

    	J. Spenser Moran, “Rising Faun Enamels,” Craft Horizons 14, no. 1 (February 1954): 26–31. ↩

    

    
     
    
    
        
    
    
        
    
    26.  Christine Engler

    

    
    [image: Unidentified photographer, Christine Engler holding plate for Jungle Beast, ca. 1960. Courtesy Mathea Rubin.]Unidentified photographer, Christine Engler holding plate for Jungle Beast, ca. 1960. Courtesy Mathea Rubin.
    
    

    
    [image: Unidentified photographer, artists on the docks in New York, seeing Hayter off to Europe, early 1952. Left to right: David Slivka, Muriel Sharon, Christine Engler, unknown, Stanley William Hayter. Courtesy Mathea Rubin and Dolan/Maxwell, Philadelphia.]Unidentified photographer, artists on the docks in New York, seeing Hayter off to Europe, early 1952. Left to right: David Slivka, Muriel Sharon, Christine Engler, unknown, Stanley William Hayter. Courtesy Mathea Rubin and Dolan/Maxwell, Philadelphia.
    
    

    
    [image: Christine Engler, untitled (seascape), 1947. Engraving, plate: 10 ¾ x 9 in., sheet: 14 1/8 x 12 1/8 in. Courtesy Mathea Rubin and Dolan/Maxwell, Philadelphia.]Christine Engler, untitled (seascape), 1947. Engraving, plate: 10 ¾ x 9 in., sheet: 14 1/8 x 12 1/8 in. Courtesy Mathea Rubin and Dolan/Maxwell, Philadelphia.
    
    

    
    [image: Christine Engler, untitled (shell), ca. 1947. Engraving, plate: 11 7/8 x 8 7/8 in., sheet: 15 x 12 in. Courtesy Mathea Rubin.]Christine Engler, untitled (shell), ca. 1947. Engraving, plate: 11 7/8 x 8 7/8 in., sheet: 15 x 12 in. Courtesy Mathea Rubin.
    
    
    
    
    	Life Dates
    	1919-2004
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Christine Engler
    

    
    

    Born in New York, Christine Engler was the only child of Gustave and Grace Engler and had a working-class upbringing, living just north of Morningside Park.1 Her mother was a schoolteacher and her father—though he worked full-time as a waiter to support his family—was a passionate photographer and inventor. Engler attended Birch Wathen School, an independent school in Manhattan, and her art teacher there, Victoria Hudson Huntley, played a significant role in fostering her artistic development and career ambitions. After graduation, Huntley arranged for Engler to teach art at Birch Wathen and, in the mid-1940s, she followed Huntley to Pomfret, Connecticut. (Huntley taught at the Pomfret School and Engler at the Rectory School.) Engler also studied at the Art Students League, primarily with Arthur Lee and William McNulty.2 She began exhibiting intaglio prints in the mid-1940s, showing mostly with the Society of American Etchers, the forerunner to the Society of American Graphic Artists.3 By 1947 Engler found her way to Atelier 17, where she mastered engraving under Hayter. Her prints were largely representational, focusing on circus imagery, nature, animals, and dancers. She exhibited them widely during the late 1940s and mid-1950s and earned recognition through numerous purchase awards and a Tiffany Foundation grant in 1950. Engler formed a close friendship with Hayter, and he wrote the introductory text for her first solo exhibition of engravings and etchings in 1957 at the Brooks Memorial Art Gallery (now the Memphis Brooks Museum of Art). He praised her work for its technical accomplishment: “It is … quite difficult to execute such lines as Christine Engler employs… . When such results are seen there is only an impression of ease … the lines seem inevitable … they just seem to have come that way.”4 Sometime in the late 1950s, Engler married Edward S. Rubin, a tobacco and pipe salesman who had served in the Navy. After the birth of their only child in 1961, Engler gave up printmaking but continued creative work, producing small-scale metal and clay sculptures. Engler and Hayter saw each other again in the early 1980s, when her daughter was studying abroad at Parsons Paris, and this reunion was quite meaningful to Engler.
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    notes

    

    
    	Thanks to Mathea Rubin for speaking with me about her mother’s life and career. ↩

    	Student registration card, Art Students League of New York. ↩

    	It is unclear who taught her how to etch. Victoria Hudson Huntley was an accomplished lithographer. ↩

    	Stanley William Hayter, Engravings of Christine Engler (Memphis: Brooks Memorial Art Gallery, 1957). ↩

    

    
     
    
    
        
    
    
        
    
    27.  Dorothy Farber

    

    
    
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    Dorothy Farber enrolled at Atelier 17 during Peter Grippe’s tenure as director.1 She paid for an entire semester, from October to January, of an unknown year, and also bought a small, skinny copper plate measuring 2 x 10 inches. According to the Grippe ledger book, she lived at 45 Barrow Street in the West Village. Nothing further is known about her life or career.

    
    Notes

    

    
    	Student ledger book, pp. 54 and 55, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    

    
     
    
    
        
    
    
        
    
    28.  Francine Felsenthal

    

    
    [image: Francine Felsenthal, senior class portrait in The Aitchpe (1940), p. 154, Hyde Park High School, Chicago, Illinois. Ancestry.com. U.S., School Yearbooks, 1900-1990. Provo, UT, USA: Ancestry.com Operations, Inc., 2010.]Francine Felsenthal, senior class portrait in The Aitchpe (1940), p. 154, Hyde Park High School, Chicago, Illinois. Ancestry.com. U.S., School Yearbooks, 1900-1990. Provo, UT, USA: Ancestry.com Operations, Inc., 2010.
    
    

    
    [image: Francine Felsenthal, Beachcombers, 1949. Etching and engraving, plate: 7 x 8 ¼ in. (17.8 x 21 cm); sheet: 10 x 13 1/8 in. (25.4 x 33.3 cm). Dolan/Maxwell, Philadelphia.]Francine Felsenthal, Beachcombers, 1949. Etching and engraving, plate: 7 x 8 ¼ in. (17.8 x 21 cm); sheet: 10 x 13 1/8 in. (25.4 x 33.3 cm). Dolan/Maxwell, Philadelphia.
    
    

    
    [image: Francine Felsenthal, untitled woodcut, ca. 1945. Woodcut, image: 10 x 5 5/8, sheet: 11 ¼ x 6 7/8 in., signed & dated recto Courtesy Dolan/Maxwell, Philadelphia, PA.]Francine Felsenthal, untitled woodcut, ca. 1945. Woodcut, image: 10 x 5 5/8, sheet: 11 ¼ x 6 7/8 in., signed & dated recto Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1922-2007
    

    
    	Place of Birth
    	Chicago, IL, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Francine Felsenthal
    

    
    

    Francis Felsenthal was born in Chicago in 1922. By 1930 she was living in a boarding house with her sister and mother, who worked in a dry goods store.1 She graduated from Hyde Park High School in 1940 and likely attended the School of the Art Institute of Chicago (SAIC).2 She exhibited prints with the Vanguard Group, founded in 1945 by Chicago-based architect Robert Vale Faro, and primarily produced screen prints but also painted, drew, and made etchings and woodcuts.3 Felsenthal became associated with Atelier 17 around 1947, after entering a heated debate with Hayter on the pages of the Serigraph Quarterly. In his article, “The Silk Screen,” Hayter suggested that the medium was serviceable for reproduction rather than original expression. Revealing her spunkiness, Felsenthal’s letter recounts her initial reaction upon reading his words: “‘Wotthehell does this Hayter guy do for a living,’ I growl. Then I calm down, turn the page and observe that Mr. Hayter wants some backfire … so I figured I better jump in with both feet.”4 Out of personal curiosity or perhaps through a direct invitation from Hayter, Felsenthal began working at Atelier 17 shortly thereafter and continued through Peter Grippe’s tenure, appearing in his student ledger book for 1952–53.5 One intaglio print, Beachcombers, was part of Hayter’s estate collection, and several other prints with marine titles appear on a list of Atelier 17 prints found in Helen Phillips’s papers.6 Thanks to correspondence Felsenthal initiated in 1969 with Ellen Lanyon and Roland Ginzel—presumably classmates from the SAIC—we now know Felsenthal stopped painting in the mid-1950s for about twelve years, married (and divorced), taught art at a public middle school in New York, and attended New York University for her master’s degree.7 Felsenthal, who also went by Francine Fels, was an original member of the March Gallery, one of the artist-run cooperatives, which was open from 1957 to 1960.8
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    Notes

    

    
    	Information courtesy 1930 census records: Census Place: Chicago, Cook, Illinois; Page: 34B; Enumeration District: 0658; FHL microfilm: 2340179. ↩

    	Unfortunately, SAIC’s archives do not hold student records dating back to this era. ↩

    	“Vanguard: Contemporary Printmakers” (11/6/1946-12/15/1946), Exhibition Series, Records of the Department of Prints, Drawings, and Photographs, Brooklyn Museum, New York. ↩

    	Francine Felsenthal, “Department of Interesting Letters,” Serigraph Quarterly 2, no. 1 (February 1947): 2. Hayter’s article appeared in the previous issue: Stanley William Hayter, “The Silk Screen,” Serigraph Quarterly 1, no. 4 (November 1946): 1. ↩

    	Student ledger book, p. 45, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	Titles on Phillips’s list include Beachcomber (1949), Boatyard (1952), and Bather (1952). See untitled and undated list, Helen Phillips Papers, Paris. The National Serigraph Society published several of Felsenthal’s screen prints, all completed in 1946: A Lonesome George, Observing Person, and Portrait of John Scott. ↩

    	Francine Felsenthal to Ellen Lanyon and Roland Ginzel, July 3, 1969, February 8, 1970, April 4, 1970, reel 1234:218–228, Ellen Lanyon Papers, Archives of American Art, Smithsonian Institution. ↩

    	Joellen Bard, Tenth Street Days: The Co-Ops of the 50’s (New York: Education, Art and Service, 1977), 32–33. ↩

    

    
     
    
    
        
    
    
        
    
    29.  Gwyn Ferris

    

    
    [image: Walter E. Owen, photograph of Gwyn Ferris (standing at right), 1949. Reproduced in Dance Magazine 23, no. 11 (November 1949), p. 6.]Walter E. Owen, photograph of Gwyn Ferris (standing at right), 1949. Reproduced in Dance Magazine 23, no. 11 (November 1949), p. 6.
    
    

    
    [image: Gywn Ferris, untitled print, 1949. Etching and soft ground etching, 6 ½ x 6 ¾ in. Courtesy Annex Galleries, Santa Rosa, CA.]Gywn Ferris, untitled print, 1949. Etching and soft ground etching, 6 ½ x 6 ¾ in. Courtesy Annex Galleries, Santa Rosa, CA.
    
    

    
    [image: Gwyn Ferris, Subterranean, 1952. Etching, plate: 5 ½ 6 7/8 in., sheet: 11 ½ x 14 7/8 in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Gwyn Ferris, Subterranean, 1952. Etching, plate: 5 ½ 6 7/8 in., sheet: 11 ½ x 14 7/8 in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1906-unknown
    

    
    	Place of Birth
    	Memphis, TN, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Gwendolyn Aouda Ferris
    

    
    

    Gwendolyn Aouda Ferris was born on January 8, 1906 in Memphis, Tennessee, but grew up largely in Atlanta, Georgia, where she attended the Atlanta Art Institute from September 1934 to March 1939.1 She moved to New York shortly afterwards, enrolling in life class with Vaclav Vytlacil at the Art Students League that fall.2 At some point, she also worked with Hans Hofmann in Provincetown and with Wallace Harrison, a modernist architect who helped develop Rockefeller Center among other projects. During the 1940s, she worked in an administrative capacity with numerous cultural institutions—reflecting her diverse creative interests—including the Metropolitan Museum of Art (Near Eastern Department), Museum of Modern Art (Museum Design Project), Bertha Schaeffer Gallery (Art Director), and Muriel Francis Publicity and Public Relations, a firm specializing in managing careers of opera singers. By the late 1940s, Ferris exhibited her semi-abstract paintings, watercolors, and prints in several New York-based venues: the Creative Art Associates (1947-54, 1956-61), the biennial watercolor show at the Brooklyn Museum (1949-53), the American Abstract Artists (1949), and American Color Print Society (1953), among others. In February 1947, she held her first solo exhibition at the Norlyst Gallery—where she also worked as the assistant to the director—which featured paintings around the theme of modern dance and movement. At this time, Ferris was also performing in dance troupes at the Fraternal Clubhouse and Carnegie Recital Hall. She began working at Atelier 17 in the summer of 1949 and continued there until 1953.3 She participated in the workshop’s group show at Milwaukee-Downer College (1952) and also helped to coordinate a show at the University of Georgia at Atlanta.4 Nothing further is known of Ferris’s life.
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    notes

    

    
    	Thank you to LaTasha Waters, assistant registrar at the Savannah College of Art and Design (SCAD), for finding a résumé for Ferris in the school’s student archives (acquired when SCAD merged with the Atlanta Art Institute). Unless otherwise notes, the information in this bio comes from the SCAD archival resource. ↩

    	Student registration card, Art Students League of New York. ↩

    	Ferris mentions working at Atelier 17 in a letter to Alfred Barr, July 19, 1949, Alfred H. Barr, Jr. Papers, I.A.167; mf 2173:127, The Museum of Modern Art Archives, New York. The end of her affiliation with Atelier 17 can be dated through the student ledger book, p. 19, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	Ferris’s résumé (SCAD registrar’s office), lists a group exhibition Ferris organized at the Atlanta Division of the University of Georgia. Unfortunately, no checklist or news coverage for this show exists. The University of Georgia eventually became Georgia State University, and there are few archives from this period of the university’s history. Laurel Bowen, University Archivist, to Christina Weyl, April 4, 2017. ↩

    

    
     
    
    
        
    
    
        
    
    30.  Perle Fine

    

    
    [image: Maurice Bereov, photograph of Perle Fine with painting Rigid and Biomorphic #3 in her Provincetown studio, 1945. © Copyright AE Artworks.]Maurice Bereov, photograph of Perle Fine with painting Rigid and Biomorphic #3 in her Provincetown studio, 1945. © Copyright AE Artworks.
    
    

    
    [image: Perle Fine, With Abandon, ca. 1945. Etching, aquatint, and engraving, plate: 7 x 4 7/8 in. (17.8 x 12.4 cm); sheet: 14 ¾ x 13 1/8 in. (37.5 x 33.3 cm). Dolan/Maxwell, Philadelphia Art © Copyright AE Artworks, LLC; image courtesy Dolan/Maxwell.]Perle Fine, With Abandon, ca. 1945. Etching, aquatint, and engraving, plate: 7 x 4 7/8 in. (17.8 x 12.4 cm); sheet: 14 ¾ x 13 1/8 in. (37.5 x 33.3 cm). Dolan/Maxwell, Philadelphia Art © Copyright AE Artworks, LLC; image courtesy Dolan/Maxwell.
    
    
    
    
    	Life Dates
    	1905-1988
    

    
    	Place of Birth
    	Boston, MA, USA
    

    
    	Place of Death
    	East Hampton, NY, USA
    

    
    	Birth Name
    	Poule Feine
    

    
    

    Perle Fine was born in Boston and grew up in nearby Malden, Massachusetts, where her family operated a dairy farm. Displaying artistic tendencies from a young age, Fine left high school early and enrolled in the School of Practical Art in Boston, studying illustration and commercial art.1 Around 1927 or 1928 she moved to New York and pursued training at Grand Central School of Art, the Art Students League, and Hans Hofmann’s school. While on fellowship from the Guggenheim Foundation in 1943–44, Fine joined Atelier 17’s classroom at the New School and befriended Sue Fuller, among others. She initially produced a handful of black-and-white intaglio prints with biomorphic shapes, two of which were exhibited with Atelier 17’s group show at MoMA (1944). She returned to the studio around 1946 to experiment with color printmaking. These small and intricately executed prints feature automatic, surrealistic markings set against geometric shaded or color-block elements.2 Fine’s prints achieved wide circulation in two additional Atelier 17 shows—at Leicester Galleries (1947) and Laurel Gallery (1949)—along with stand-alone group shows such as annuals at the Brooklyn Museum and Society of American Etchers. Fine’s career took off in the late 1940s with a sequence of critically successful solo exhibitions at the Willard Gallery, Nierendorf Gallery, and Betty Parsons Gallery. At the invitation of Willem de Kooning, Fine became a member of The Club and was, in general, a very networked member of the New York art community. She taught at Hofstra University between 1962 and 1973 and continued to work, primarily in paper collage, until her death in 1988.
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    Notes

    

    
    	For more on Fine’s life and career, see Kathleen L. Housley, Tranquil Power: The Art and Life of Perle Fine (New York: Midmarch Arts, 2005). ↩

    	Several of Fine’s Atelier 17 prints are reproduced in Wide to the Wind: Works on Paper by Perle Fine (Chicago: McCormick Gallery, 2014), 13–15. ↩

    

    
     
    
    
        
    
    
        
    
    31.  Lynn Fletcher

    

    
    [image: Lynn Fletcher, senior class portrait in Stage Coach (1948), p. 73, Rye High School, Rye, NY.]Lynn Fletcher, senior class portrait in Stage Coach (1948), p. 73, Rye High School, Rye, NY.
    
    
    
    
    	Life Dates
    	ca. 1930-unknown
    

    
    	Place of Birth
    	New York, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Lynn Fletcher
    

    
    

    Lynn Fletcher was born around 1930 in New York State, the only child of Arthur and Marjorie Fletcher.1 Her maternal aunt, Edith Fletcher (1900-1974), had been married to Stanley William Hayter from 1926 until 1929 when both were living in Paris and learning engraving and etching from Josef Hecht. Lynn Fletcher came to Atelier 17 for three months sometime in her early twenties during the time that Peter Grippe was director.2 Prints by Fletcher have not yet been found.

    
    Notes

    

    
    	Lynn Fletcher first appears in public record on the 1940 census, living with her parents in New York City: New York, New York, New York; Roll: m-t0627-02642; Page: 3B; Enumeration District: 31-772. ↩

    	Fletcher paid tuition from November 12 to February 12 of an unknown year but likely 1953 or 1954. Student ledger book, p. 12, Allentown Art Museum/Grippe Collection, Allentown, Penn. 1952 is not a possibility since on November 5, 1952, Fletcher traveled to France aboard the Liberté. At the time, she was living at Blind Brook Lodge in Rye, New York. ↩

    

    
     
    
    
        
    
    
        
    
    32.  Ruth Becker Fortel

    

    
    [image: Ruth Fortel, senior class portrait in Hatchet (1951), Washington University in St. Louis. Washington University Libraries, Department of Special Collections.]Ruth Fortel, senior class portrait in Hatchet (1951), Washington University in St. Louis. Washington University Libraries, Department of Special Collections.
    
    

    
    [image: Ruth Fortel, untitled painting, ca. 1950s. Oil on canvas, 42 x 55 in. Courtesy Bob Smith Fine Art, Montrose, PA.]Ruth Fortel, untitled painting, ca. 1950s. Oil on canvas, 42 x 55 in. Courtesy Bob Smith Fine Art, Montrose, PA.
    
    
    
    
    	Life Dates
    	1923-2001
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Ruth Becker Fortel
    

    
    

    Ruth Becker Fortel attended Washington University in St. Louis, graduating in 1951 with a Bachelor of Fine Arts.1 There, she studied printmaking with Atelier 17 alumnus Fred Becker (no relation), who had established the university’s printmaking program in 1948. She exhibited her mostly abstract work locally in St. Louis after graduation, showing some prints with fellow Becker students and some canvases.2 Shortly thereafter, she moved to New York City and enrolled at Atelier 17 for the spring semester of 1952.3 None of her prints from this period are known, though there are several examples of her abstract paintings available for purchase through commercial galleries. Fortel joined the Area Gallery, one of the cooperative galleries that opened in the Tenth Street corridor in the 1950s, and served as its treasurer.4 She remained an active member of the city’s downtown arts scene through the 1970s, befriending other painters like Minerva Durham and Virginia Admiral, who was then married to the artist Robert De Niro, Sr.5 Fortel became involved with Edgar Cayce’s Association for Research and Enlightenment, and she volunteered for many years as the New York center’s librarian.6

    
    Notes

    

    
    	Thank you to Sonya Rooney, University Archivist, for providing information about Fortel’s attendance at Washington University in St. Louis. ↩

    	“Modern Art Rocks Patrons at Tony’s on N. Broadway,” St. Louis Post-Dispatch, September 9, 1951, 3; “Thalinger Again Wins Kiel Art Show Prize,” St. Louis Post-Dispatch, October 21, 1951, 16; Howard Derrickson, “Art and Artists: Washington U. Print Display,” St. Louis Post-Dispatch, October 28, 1951, 70. ↩

    	Student ledger book, p. 17, Allentown Art Museum/Grippe Collection, Allentown, Penn ↩

    	Bard, Tenth Street Days, 60. Fortel donated her papers about Area Gallery to the Archives of American Art, Smithsonian Institution, and she also contributed to the collection of papers regarding the above cited exhibition: Joellen Bard’s, Ruth Fortel’s, and Helen Thomas’ exhibition records of “Tenth Street Days: the Co-ops of the 50s,” 1953-1977. ↩

    	Minerva Durham, “Bob the Painter: Memories of Robert De Niro, Sr.,” The Villager, January 29, 2015. ↩

    	Thank you to Lynn Micelli, former director of the Association for Research and Enlightenment (ARE) NY Center, for connecting me to others at the Center who knew Fortel. ↩

    

    
     
    
    
        
    
    
        
    
    33.  Jean Francksen

    

    
    [image: Jean Francksen (third from left) with Interior Design class at Beaver College, 1949. Beaver College, Arcadia University Archives, Glenside, PA.]Jean Francksen (third from left) with Interior Design class at Beaver College, 1949. Beaver College, Arcadia University Archives, Glenside, PA.
    
    

    
    [image: Art Department Faculty at Beaver College (from left to right): John Hathaway, Elsie McGarvey, Jean Francksen, Jane Clauss, Benton Spruance, ca. 1957. Beaver College, Arcadia University Archives, Glenside, PA.]Art Department Faculty at Beaver College (from left to right): John Hathaway, Elsie McGarvey, Jean Francksen, Jane Clauss, Benton Spruance, ca. 1957. Beaver College, Arcadia University Archives, Glenside, PA.
    
    

    
    [image: Jean Francksen, Bouquet, 1946. Etching, plate: 9 x 5 7/8 in. (22.9 x 14.9 cm); sheet: 12 ½ x 9 3/8 in. (31.8 x 23.8 cm). Philadelphia Museum of Art. Purchased with the Thomas Skelton Harrison Fund, 1952 (1952-31-16).]Jean Francksen, Bouquet, 1946. Etching, plate: 9 x 5 7/8 in. (22.9 x 14.9 cm); sheet: 12 ½ x 9 3/8 in. (31.8 x 23.8 cm). Philadelphia Museum of Art. Purchased with the Thomas Skelton Harrison Fund, 1952 (1952-31-16).
    
    
    
    
    	Life Dates
    	1914-1996
    

    
    	Place of Birth
    	Philadelphia, PA, USA
    

    
    	Place of Death
    	Gladwyne, PA, USA
    

    
    	Birth Name
    	Jean Eda Francksen
    

    
    

    A lifetime resident of Philadelphia, Jean Francksen attended the University of Pennsylvania, where she followed a program for art education and, by special arrangement, took supplemental art courses at the Philadelphia Museum School of Industrial Art (now University of the Arts).1 After graduating in 1937 she taught at Beaver College (now Arcadia University) in Jenkintown, Pennsylvania, while simultaneously pursuing art education at the Barnes Foundation (1943–44). Printmaking was a major focus from the outset of her career, perhaps due to the influence of Benton Spruance, a colleague at Beaver. By 1939 she was showing lithographs at the Philadelphia Print Club and, in 1943, contributed a lithograph titled The Final Exam, a parody of a ladies’ first-aid class, to the America in the War exhibition.2 In January 1945 Francksen enrolled in the Print Club’s new Wednesday-evening working group “for artists who are interested in technical research in graphic methods.”3 Stanley William Hayter, Will Barnet, and Ezio Martinelli (1913–1980) were the group’s technical advisors. Bouquet (1946), a semi-abstract still life, showcases technical skills learned under Hayter’s tutelage such as engraving and soft ground etching. Francksen’s style, which had initially tilted toward realism with seascapes, landscapes, and representations of the Pueblo Indians, became abstract and geometric through the 1950s. By the end of the decade, she designed several public murals in the greater Philadelphia area, and a 1964 profile in the Philadelphia Inquirer called her a “pioneer of public art.”4 Francksen continued to produce and exhibit prints throughout her career, some of which are held at the Philadelphia Museum of Art and Woodmere Art Museum. In addition to Beaver College, she taught for many years at University of the Arts.
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    	Thank you to Timothy H. Horning, Public Service Archivist at the University Archives, University of Pennsylvania, for compiling a packet of information about Francksen’s undergraduate years. ↩

    	Ellen G. Landau, Artists for Victory (Washington, D.C.: Library of Congress, 1983), 40. An impression is now in the collection of the Library of Congress. ↩

    	“Artist’s Workshop” sign-up sheet, PPC Scrapbooks, 1916–82, reel 4232, AAA/SI. ↩
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    34.  Sue Fuller

    

    
    [image: Eileen Darby, Sue Fuller, ca. 1950. Brooklyn Museum Archives. Department of Prints, Drawings and Photographs records.]Eileen Darby, Sue Fuller, ca. 1950. Brooklyn Museum Archives. Department of Prints, Drawings and Photographs records.
    
    

    
    [image: Sue Fuller, Cock, 1944. Color engraving, soft ground etching, and aquatint, plate: 7 7/8 x 5 7/8 in. (20 x 14.9 cm); sheet: 14 x 11 ½ in. (35.6 x 29.2 cm). Yale University Art Gallery, New Haven, Conn. Gift of James N. Heald II, B.S. 1949, 2006.17.4. Courtesy of the Estate of Sue Fuller and the Susan Teller Gallery, New York.]Sue Fuller, Cock, 1944. Color engraving, soft ground etching, and aquatint, plate: 7 7/8 x 5 7/8 in. (20 x 14.9 cm); sheet: 14 x 11 ½ in. (35.6 x 29.2 cm). Yale University Art Gallery, New Haven, Conn. Gift of James N. Heald II, B.S. 1949, 2006.17.4. Courtesy of the Estate of Sue Fuller and the Susan Teller Gallery, New York.
    
    

    
    [image: Sue Fuller, Lancelot and Guinevere, 1944. Soft ground etching, plate: 6 x 8 in. (15.2 x 20.3 cm); sheet: 8 ¾ x 11 1/16 in. (22.2 x 28 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1945.5.70. Courtesy of the Estate of Sue Fuller and the Susan Teller Gallery, New York.]Sue Fuller, Lancelot and Guinevere, 1944. Soft ground etching, plate: 6 x 8 in. (15.2 x 20.3 cm); sheet: 8 ¾ x 11 1/16 in. (22.2 x 28 cm). National Gallery of Art, Washington, D.C. Rosenwald Collection, 1945.5.70. Courtesy of the Estate of Sue Fuller and the Susan Teller Gallery, New York.
    
    
    
    
    	Life Dates
    	1914-2006
    

    
    	Place of Birth
    	Pittsburgh, PA, USA
    

    
    	Place of Death
    	Southhampton, NY, USA
    

    
    	Birth Name
    	Caroline Sue Fuller
    

    
    

    Sue Fuller was born and raised in Pittsburgh, Pennsylvania, where her father Samuel Fuller was a construction engineer in the “City of Bridges.”1 Her creative prowess was such that her high school art teacher, Kathryn Cherry (1860-1931), invited Fuller to spend the several summers with her in Gloucester, Massachusetts—where she summered—and to study at the Thurn School of Art, a short-lived art school operated by Ernst Thurn (1889-1971).2 Fuller and Thurn stayed in touch, even after she entered college at the Carnegie Institute of Technology, and he invited her to attend classes with Hans Hofmann in the summer of 1934.3 Immediately upon graduating from college in 1936, Fuller pursued graduate studies in fine art at Columbia University’s Teachers College. Coursework with her favorite Columbia professor, the printmaker Arthur R. Young (1920-1990), enabled Fuller to build a solid familiarity with several printmaking techniques. In June 1937, Fuller departed for Europe for the summer months with friends from graduate school, touring the continent extensively. One notable highlight was seeing the modern art on display at the Nazi’s “Degenerate Art” show held in Munich.4 After a brief stint teaching back at her alma mater, Fuller moved back to New York City where she continued making paintings and watercolors in a representational style, while also working in a variety of jobs as a commercial artist, typesetter, department store window display designer, and jewelry designer.

    Looking for someone to teach her how to engrave on metal jewelry, Fuller found her way in 1943 to Stanley William Hayter at the New School. Instantly inspired by Atelier 17’s fertile, avant-garde atmosphere, she dropped the query about jewelry design and became enmeshed in the studio’s mission to research new forms of creative expression using the graphic arts. She remained affiliated with the studio for approximately two years. Her prints from this period fall roughly into two categories: images created by stretching premade lace and fabrics into positions, such as Cock, and second, prints made by weaving and knotting string and other found fiber objects to become original textiles, such as Lancelot and Guinevere. The second type of soft ground etching became instrumental to Fuller’s exploration of the artistic possibilities of textiles with the three-dimensional string-wrapped pieces that she made from the mid-1940s onward. She was the recipient of a Louis Comfort Tiffany Fellowship (1948) and a Guggenheim Fellowship (1949), during which time she developed her work on these string compositions. Fuller completed a number of commissioned installations of her string compositions, most notably at the McNay Art Museum and the Unitarian Church of All Souls in New York City.
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    Notes

    

    
    	An excellent source of biographical information is Sue Fuller’s oral history interview with Paul Cummings, April 24 and May 8, 1975. Another excellent, new resource on Fuller is the Tate Gallery’s In Focus: String Composition 128 (1964) by Sue Fuller, published in September 2018. ↩

    	Sue Fuller began locally high school at Peabody High School in Pittsburgh, but transferred after a year and a half to a Christian Science boarding school called The Principia in St. Louis, where she met Kathryn Cherry. Apparently, the school drew students from Japan, and Fuller mentioned one of them also came to Gloucester because it was too far to travel back home for the summer. See Fuller’s hand-written document labeled “Personal,” courtesy of Delvin Miller. ↩

    	Fuller, oral history. Hofmann spent the summers of 1933 and 1934 in Gloucester, Massachusetts, having been invited by his former student Ernest Thurn. In her oral history interview, Fuller claims she spent the summer plus six additional months in Gloucester. There are indications she, like Dorothy Dehner, did not enjoy her college experience but graduated out of obligation to parents. See “Personal,” courtesy of Delvin Miller. ↩

    	This infamous Nazi show ran in Munich from July 19 to November 30, 1937. According to ship manifests, Fuller was in Europe between approximately June 17 and August 25. ↩

    

    
     
    
    
        
    
    
        
    
    35.  Lily Garafulic

    

    
    [image: Unidentified photographer, Lily Garafulic at the printing press, 1940. Private Archive of the Garafulic Family.]Unidentified photographer, Lily Garafulic at the printing press, 1940. Private Archive of the Garafulic Family.
    
    

    
    [image: Unidentified photographer, Lily Garafulic engraving a plate, 1946. Private Archive of the Garafulic Family.]Unidentified photographer, Lily Garafulic engraving a plate, 1946. Private Archive of the Garafulic Family.
    
    

    
    [image: Lily Garafulic, Untitled, 1945. Print on paper, 20 x 15 ½ in. (50.8 x 39.4 cm). Courtesy the Private Collection of the Garafulic Family.]Lily Garafulic, Untitled, 1945. Print on paper, 20 x 15 ½ in. (50.8 x 39.4 cm). Courtesy the Private Collection of the Garafulic Family.
    
    
    
    
    	Life Dates
    	1914-2012
    

    
    	Place of Birth
    	Antofagasta, Chile
    

    
    	Place of Death
    	Santiago, Chile
    

    
    	Birth Name
    	Lilia Justina Garafulic-Yancovic
    

    
    

    Lily Garafulic, a Chilean sculptor of Croatian descent, worked at Atelier 17 from 1944 to 1945 while on a Guggenheim fellowship. The youngest of nine children, she resisted her parents and pursued artistic studies at the University of Chile’s School of Fine Arts with the sculptor Lorenzo Domínguez, for whom she served as an assistant after her graduation in 1934.1 In 1938 Garafulic traveled within Europe and met Constantin Brancusi, whose sculpture greatly influenced her thinking. After returning to Chile, she began teaching but wanted to hone her understanding of three-dimensional forms. With a Guggenheim grant awarded in 1944, she arrived in New York planning to learn direct carving with José de Creeft at the Art Students League, but decided to pursue training elsewhere. She, like many sculptors, was attracted to Atelier 17 because of Hayter’s strong focus on understanding engraving’s relationship to volume and space. She worked intensely at Atelier 17 for approximately three months, recalling that the workshop was only a short distance from her apartment on Fourth Street.2 Garafulic participated in Atelier 17’s group exhibition at the Willard Gallery with Cellista [ ]{.underline} (1945), an etching an aquatint. She remained active as a printmaker in Chile, making close to 350 prints and using the lessons of Atelier 17 to teach her own students about thinking in three dimensions. She is well known in Chile for her massive sculptures executed in wood, marble, terra-cotta, and bronze and especially the cycle of Prophets she carved for the exterior of the Basilica of Lourdes in Santiago, designed by her brother, the architect Andrés Garafulic. The University of Talca hold about sixty-five sculptures by the artist.

    
    Archives

    Garafulic Family, Santiago, Chile

    
    
    Selected Bibliography
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    Notes

    

    
    	For additional biographical information, see Gloria Garafulich-Grabois, Lily Garafulic: A Centenary Celebration (Washington, D.C.: Garafulic Family and Directorate of Cultural Affairs of the Ministry of Foreign Affairs, Chile, 2014). ↩

    	Thank you to the artist’s niece, Gloria Garafulich-Grabois, for sharing her documentary about her aunt, Lily Garafulic—In Her Own Words (2014). The quoted text was translated by Garafulich-Grabois. ↩

    

    
     
    
    
        
    
    
        
    
    36.  Beatrice Gazzolo

    

    
    [image: Savastano Studio, Photograph of Beatrice Gazzolo (standing, second from left) teaching at the Florence Cane School, ca. 1935-36. Nell Blaine papers, 1930-1985. Archives of American Art, Smithsonian Institution.]Savastano Studio, Photograph of Beatrice Gazzolo (standing, second from left) teaching at the Florence Cane School, ca. 1935-36. Nell Blaine papers, 1930-1985. Archives of American Art, Smithsonian Institution.
    
    
    
    
    	Life Dates
    	1904-1982
    

    
    	Place of Birth
    	Portland, OR, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Beatrice Gazzolo
    

    
    

    Beatrice Gazzolo was born in Portland, Oregon, and moved as a young child with her parents to Riverside, California, where her mother’s family lived.1 She graduated from the Riverside High School in 1922 and matriculated to a local junior college for two years, after which she transferred to the University of California, Los Angeles (then called the “Southern Branch”), attending for two semesters and declaring an art major. She married in January 1926 to Paul St. John, a New York-based perfume manufacturer. The marriage apparently soured, and Gazzolo was back in Los Angeles by 1930 where she was in charge of summer sessions at UCLA. In 1933, she voyaged to Europe and, upon her return, remained in New York City, where she pursued studies at Teachers College.2 From 1936-1937, she also served as the assistant director of the Florence Cane School of Art located in New York City and attended the Art Students League, studying with Vaclav Vytlacil and Amelio Amero.3 Between 1946 and 1949, she headed the education program of the Woodstock Guild in Woodstock, New York, and in the early 1950s she was employed at the Metropolitan Museum of Art’s department of display. Nell Blaine and Gazzolo were friends, and the two likely met when Blaine took classes at the Woodstock Guild in the late 1940s. Blaine likely encouraged Gazzolo to learn printmaking at Atelier 17. According to Peter Grippe’s student ledger book, Gazzolo attended Atelier 17 in the spring of 1952, but none of her prints are known to survive.4 She lived in New York until her death in 1982, unfortunately the victim of a violent crime.5

    
    Selected Bibliography

    “Beatrice Gazzolo Weds Paul Donald St. John of New York.” The San Bernadino County Sun. January 13, 1926.

    “Guild Craftsmen to Hold Open House Next Tuesday.” The Kingston Daily Freeman. January 16, 1948.

    “Mrs. Frances Gazzolo Announces the Marriage of Daughter Phyllis.” The San Bernadino County Sun. March 16, 1930.

    “Woodstock Craftsmen’s Fair Marks 7 Years of Effort.” The Kingston Daily Freeman. December 13, 1946, sec. 2.

    
    
    Notes

    

    
    	Thank you to Gazzolo’s relative, David Seccombe for sharing some biographical details about the artist. David Seccombe, email to Christina Weyl, March 23, 24, and 27, 2017, and Ancestry.com family tree (titled SECCOMBE_DAVID_G). ↩

    	Gazzolo completed three terms at Teachers College between 1934 and 1936, pursuing a BS in Fine Arts, but she did not graduate. Thank you to Sandra Afflick, Assistant Registrar for Operations and Records, Teachers College, Columbia University. ↩

    	Nell Blaine, who was friends with Gazzolo, maintained a small subject file about the artist, which can be found in the Nell Blaine papers, 1930-1985, Archives of American Art, Smithsonian Institution. Included are a photograph of Gazzolo teaching at the Florence Cane School, a résumé dating to the late 1940s, and copy of the brochure for the summer 1948 session at Woodstock Guild of Craftsmen. Information for this biography relies heavily on the 1940s résumé. ↩

    	Student ledger book, p. 24, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	June Preston, “Holiday Marred by Violent Deaths,” Honolulu Advdertiser, January 2, 1982, 12. ↩

    

    
     
    
    
        
    
    
        
    
    37.  Jan Gelb

    

    
    [image: Charles Peterson, photograph of Jan Gelb, ca. 1960. Jan Gelb and Boris Margo Papers, 1922-1977, Archives of American Art, Smithsonian Institution, Washington, D.C.]Charles Peterson, photograph of Jan Gelb, ca. 1960. Jan Gelb and Boris Margo Papers, 1922-1977, Archives of American Art, Smithsonian Institution, Washington, D.C.
    
    

    
    [image: Jan Gelb, Night Wind, 1947. Etching (printed in relief), third state, plate: 10 x 12 in. (25.4 x 30.5 cm); sheet: 12 x 15 5/8 in. (30.5 x 39.7 cm). Syracuse University Art Collection, New York. Gift of Ms. Jan Gelb (Mrs. Boris Margo). Courtesy of the estate of Jan Gelb Margo.]Jan Gelb, Night Wind, 1947. Etching (printed in relief), third state, plate: 10 x 12 in. (25.4 x 30.5 cm); sheet: 12 x 15 5/8 in. (30.5 x 39.7 cm). Syracuse University Art Collection, New York. Gift of Ms. Jan Gelb (Mrs. Boris Margo). Courtesy of the estate of Jan Gelb Margo.
    
    
    
    
    	Life Dates
    	1906-1978
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Jeannette Louise Gelb
    

    
    

    Jeannette Gelb was the oldest of Louis and Sarah Gelb’s five children. Although the Gelbs lived initially in Manhattan, the family settled in West Haven, Connecticut, where Louis was a door-to-door salesman. Jan Gelb attended the School of Art at Yale University, graduating in 1927. She moved to New York to continue art studies at the Art Students League while supporting herself as a public-school teacher.1 Although she took painting and life class, she developed a primary focus on etching with Eugene Fitsch and George Picken.2 Her prints from the 1930s represent cityscapes, portraits, and scenes of laborers, and by the 1940s her style became deeply influenced by surrealism and dream imagery.3 Gelb was always intellectually curious and developed a particular interest in psychoanalysis, the profession of her youngest brother, Lester. She produced a series of dream-inspired etchings, printed in relief with black ink, while working at Atelier 17 in the late 1940s.4 Gelb’s mature prints, made from the 1950s until the early 1970s, are fully abstract but still closely linked to nature and particularly her favorite place, the dunes of Provincetown, Massachusetts, where she and her husband, Boris Margo, maintained a beach shack. Likely through the influence of Margo, creator of the cellocut, she devised new methods for achieving textural effects on these abstract intaglio plates including spraying them with lacquer from aerosol cans or scratching them with granular materials such as sugar or carborundum.5 Gelb exhibited her paintings and prints often and had solo shows at galleries such as Delphic Studios (1940), Weyhe Gallery (1948, 1950), and Ruth White Gallery (several between 1957 and her death).

    
    Archives

    Jan Gelb and Boris Margo Papers, 1922–1977, Archives of American Art, Smithsonian Institution.
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    Wishart, Lutrelle. “Art in Asheville.” Asheville Citizen-Times, September 27, 1964.

    
    
    Notes

    

    
    	Student registration card, Art Students League of New York. ↩

    	Gelb’s school records are in unmicrofilmed “business correspondence,” Jan Gelb and Boris Margo Papers, 1922–1977 (henceforth JG/BM), Archives of American Art, Smithsonian Institution. ↩

    	Jan Gelb and August Freundlich, Jan Gelb: Her Voice (Syracuse: Syracuse University Lubin House, 1972). Gelb donated a nearly complete collection of her prints to the Syracuse University Art Galleries. ↩

    	Irvin Haas, “The Print Collector,” Art News 46, no. 6 (August 1947): 8; “Legends by Gelb,” Art Digest 22 (May 1, 1948): 11. ↩

    	“Statement for Lois Tracy to insert or excerpt from in her forthcoming book,” JG/BM, reel 998:375. ↩

    

    
     
    
    
        
    
    
        
    
    38.  Dorothy Gillespie

    

    
    [image: Unidentified photographer, Dorothy Gillespie outside the Maryland Institute College of Art, ca. 1939. Courtesy estate of the artist.]Unidentified photographer, Dorothy Gillespie outside the Maryland Institute College of Art, ca. 1939. Courtesy estate of the artist.
    
    

    
    [image: Dorothy Gillespie, Dancers, 1944. Oil on canvas, 38 x 44 in. Courtesy estate of the artist.]Dorothy Gillespie, Dancers, 1944. Oil on canvas, 38 x 44 in. Courtesy estate of the artist.
    
    
    
    
    	Life Dates
    	1920-2012
    

    
    	Place of Birth
    	Roanoke, VA, USA
    

    
    	Place of Death
    	Coral Gable, FL, USA
    

    
    	Birth Name
    	Dorothy Gillespie
    

    
    

    Dorothy Gillespie was born in Roanoke, Virginia, and had aspirations to become an artist from an early age, despite her parents’ wishes she follow a more conventional path of teaching.1 A precocious child, she read the encyclopedia—where she first discovered Rosa Bonheur and a black-and-white illustration of *The Horse Fair*—and won a citywide children’s art competition at the age of eleven. Between 1938 and 1941, she enrolled at the Maryland Institute of Art where she had training in both commercial and fine arts. In 1943, Gillespie moved to New York City to take a position as Assistant Ad Designer for the department store B. Altman and Company, but she simultaneously pursued further art studies at the Art Students League, Clay Club, and Atelier 17 (her first apartment was, in fact, not far away on East Eighth Street). Although prints from this period have not yet surfaced, her time at Atelier 17 was likely significant. In his foreword to Gillespie’s 1962 solo exhibition at the Miami Museum of Modern Art, president Bernard Davis wrote, “we believe that Hayter and his associates became a dominant factor in Dorothy Gillespie’s work.”2 During these formative years in New York, she was transitioning towards full abstraction, and the tangled web of lines in her pen and ink drawings suggest the possible influence of Hayter’s teachings about line’s three-dimensionality. Gillespie married Bernard Israel in 1946 and, together, the couple had three children between 1947 and 1956. They lived for periods in Miami, Florida, and Lima, Peru, before returning to New York permanently in 1963. Gillespie is best known for her mural-scale paintings, wall paintings, painted aluminum sculptures, and activism during the women’s art movement.

    
    Archives

    Dorothy Gillespie Papers, Special Collections and University Archives, Rutgers University Libraries

    
    
    Selected Bibliography

    Arbury, Steve. “Dorothy Gillespie: Reflections of a Joyful Adventure.” Woman’s Art Journal 37, no. 1 (Spring 2016): 21–28.
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    Notes

    

    
    	Thank you to Gillespie’s son, Gary Israel, for generously and enthusiastically sharing information about his mother’s. ↩

    	Creelman Rowland, ed., Dorothy Gillespie (Miami: Miami Museum of Modern Art, 1962), 5. ↩

    

    
     
    
    
        
    
    
        
    
    39.  Terry Haass

    

    
    [image: Unidentified photographer, Terry Haass in Tell es-Safi, Israel, 1954. Courtesy Ferdinand and Emily Scharf.]Unidentified photographer, Terry Haass in Tell es-Safi, Israel, 1954. Courtesy Ferdinand and Emily Scharf.
    
    

    
    [image: Terry Haass, Relations of Instruments, c. 1946. Engraving and etching, image: 9 7/8 x 7 3/8 in.; sheet: 18 x 12 ½ in. Courtesy Ferdinand and Emily Scharf and Dolan/Maxwell, Philadelphia, PA.]Terry Haass, Relations of Instruments, c. 1946. Engraving and etching, image: 9 7/8 x 7 3/8 in.; sheet: 18 x 12 ½ in. Courtesy Ferdinand and Emily Scharf and Dolan/Maxwell, Philadelphia, PA.
    
    

    
    [image: Terry Haass, Open Mind, 1948. Engraving and gauffrage, image: 16 ½ x 13 ½ in. sheet 19 x 16 in. Courtesy Ferdinand and Emily Scharf and Dolan/Maxwell, Philadelphia, PA.]Terry Haass, Open Mind, 1948. Engraving and gauffrage, image: 16 ½ x 13 ½ in. sheet 19 x 16 in. Courtesy Ferdinand and Emily Scharf and Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1923-2016
    

    
    	Place of Birth
    	Český Těšín, Czecheslovakia (now Czechia)
    

    
    	Place of Death
    	Paris, France
    

    
    	Birth Name
    	Theresa Goldmannova
    

    
    

    Terezie Goldmannová was born in 1923 in Český Těšín, Czechoslovakia, a region dominated by Germanic influences. In the wave of growing anti-Semitism, ethnically German classmates terrorized Goldmannová for her Jewish ancestry, forcing her to leave the school she had been attending.1 With her mother and half brother, she fled Czechoslovakia in 1938. By way of Switzerland, they settled in Paris, which is where she took fashion and art courses at the Académie de la Grande Chaumière with a teacher she referred to as “Madame Zucker.”2 The Nazi invasion of Paris cut short this relative period of calm, and the family fled to the South of France. Eventually, they were smuggled through Andorra to Portugal and secured passage to New York in April 1941. Soon thereafter she married Walter Haass, a German refugee and fellow lodger in the Upper West Side building where she lived with her family.3 She used “Terry Haass” as her professional name, despite divorcing in the early 1950s. Between 1941 and 1944 she registered for many classes at the Art Students League and focused on printmaking study with Will Barnet and Harry Sternberg.4 She also made many friends there, including Robert Blackburn and Helen DeMott. She worked at Atelier 17 beginning in 1947 and excelled in creating sculptural depth by soldering wire to her plates’ surfaces or removing geometric pieces from them. Her innovative Atelier 17 prints earned her solo exhibitions at Wittenborn and Schutz in 1951 and at the Smithsonian Institution in 1952.5 She participated in many graphics shows during this period and was included in two Atelier 17 shows: Laurel Gallery (1949) and Grace Borgenicht Gallery (1951). She briefly co-directed Atelier 17 in spring and summer of 1951 with Harry Hoehn. In the early 1950s, she earned a Harriet Hale Woolley scholarship for study in Paris, where she took classes in archeology at the École du Louvre and worked at Atelier Lacourière-Frélaut, a printmaking establishment.6 After frequent travel between New York and Paris, she permanently settled in France and acquired citizenship in 1963. From the 1960s onward, her work—still mostly graphics but with the addition of sculpture in stainless steel, wood, and Plexiglas—focused on time and space, influenced heavily by science and Albert Einstein’s theories.7 Extensive travel for archeological excavations in Turkey, Israel, Lebanon, and Afghanistan also influenced her art.
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    Notes

    

    
    	Ferdinand and Emily Scharf, Haass’s half-brother and his wife, kindly shared their memories of the artist on April 12, 2017. ↩

    	“Madame Zucker” might be Nina Wohlman Zucker, who was married to artist Jacques Zucker. ↩

    	Walter Haass had fled Germany because of political persecution—his father was a socialist—and served in the Office of Strategic Services. For reference to Haass’s service, see Joseph E. Persico, Piercing the Reich: The Penetration of Nazi Germany by American Secret Agents during World War II (New York: Viking Press, 1979), 118–19, 219–21, 223, 285. ↩

    	Haass’s student record card at the Art Students League is alphabetized under “Teresa Goldman.” See student registration cards, Art Students League of New York. ↩

    	Terry Haass, Special Exhibition, November 2–December 7, 1952, Special Exhibition File, National Museum of American History, Smithsonian Institution, Washington, D.C. ↩

    	Online biographies for Haass state she won a Fulbright grant as well, but no record of this award exists in the Fulbright databases. ↩

    	For more on her prints, see Ole Henrik Moe et al., Terry Haass: Graphisches Werk = L’œuvre Graphique = The Graphic Work (Bochum: Peter Spielmann, 1997). The Olomouc Museum of Art in Olomouc, Czech Republic, received over seventy sculptures by Haass in October 2016. ↩

    

    
     
    
    
        
    
    
        
    
    40.  Lois Hall DeLuca

    

    
    [image: Unidentified photographer, Lois Hall at Syracuse University, ca. 1947-51. Courtesy of the artist.]Unidentified photographer, Lois Hall at Syracuse University, ca. 1947-51. Courtesy of the artist.
    
    

    
    [image: Lois Hall DeLuca, untitled print, 1952. Etching, aquatint, and soft ground etching, plate: 5 x 6 ½ in. Collection of the artist Courtesy of the artist.]Lois Hall DeLuca, untitled print, 1952. Etching, aquatint, and soft ground etching, plate: 5 x 6 ½ in. Collection of the artist Courtesy of the artist.
    
    
    
    
    	Life Dates
    	born 1929
    

    
    	Place of Birth
    	Kenmore, NY, USA
    

    
    	Birth Name
    	Lois Hall
    

    
    

    Lois Hall was born in Kenmore, New York, and attended Syracuse University between 1947 and 1951.1 While enrolled in the arts program at Crouse College, she met her future husband Ronald DeLuca, who was five years her senior and attending Syracuse on the G.I. Bill.2 Together with DeLuca and other Syracuse alumni, including Doris Yokelson, Hall moved to New York City after graduation where she lived in a shared apartment on West 92^nd^ Street near Central Park West. To earn a living, she worked as a colorist for fabric manufacturer, devising several color combinations for a particular design. She attended classes at Hans Hofmann’s studio from September to December 1951 and, after Christmas, went to Atelier 17 where she worked until the end of the spring in 1952. She remembers the workshop being an intense place where everyone had his or her own individual mission. Her Atelier 17 prints were mostly abstract and explore the possibilities of tone and texture. Hall and DeLuca married in 1952 and spent four months traveling in Europe. Back in Brooklyn, DeLuca worked with Antonio Frasconi at the New School. In 1954, she and her husband welcomed their first child, and, after that, they moved to Ardsley, New York, where they raised six children. Hall DeLuca maintained an interest in printmaking, attending night classes at Pratt Graphic Center and installing a press in her basement. Although art took a second place to family, she never gave up drawing and creative pursuits. She wrote and illustrated with woodcuts the children’s book How Big Am I? (1995) and illustrated with watercolor a book on butterflies, The Butterflies of the White Mountains of New Hampshire, written by Warren J. Kiel (2003). She and her husband retired to Hancock, New York, where he passed away in 2016. DeLuca is currently working on an alphabet book of wild flowers.

    
    Notes

    

    
    	Thank you to the artist for speaking with me by telephone on December 6, 2016. She also shared material with me by post on December 22, 2016 and March 23, 2017. ↩

    	Ron DeLuca became a major figure in advertising, working most notably with American automobile companies like Ford and Chrysler in the 1960s and 1970s. ↩

    

    
     
    
    
        
    
    
        
    
    41.  Joellen Hall (Peet Todd) Rapée

    

    
    [image: Unidentified photographer, Joellen Hall, sketching at the Felix Neck Wildlife Sanctuary on Martha’s Vinyeard, Poindexter Gallery exhibition catalogue, 1977.]Unidentified photographer, Joellen Hall, sketching at the Felix Neck Wildlife Sanctuary on Martha’s Vinyeard, Poindexter Gallery exhibition catalogue, 1977.
    
    

    
    [image: Joellen Hall (Peet Todd) Rapée, Vertical Image,1951. Engraving & etching, image: 14 x 16 5/8 in., sheet: 20 x 25 3/8 in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Joellen Hall (Peet Todd) Rapée, Vertical Image,1951. Engraving & etching, image: 14 x 16 5/8 in., sheet: 20 x 25 3/8 in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1921-2006
    

    
    	Place of Birth
    	Shawnee, OK, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Joellen Hall
    

    
    

    Joellen Hall was born in Shawnee, Oklahoma, the second of four daughters born to Ruth and Joel Hall.1 She demonstrated creative inclinations in her youth, taking piano and ballet lessons and pursuing painting classes with painter Alexandre Hogue before college. She attended the University of Iowa for both her undergraduate and graduate degrees—earned in 1943 and 1944, respectively—where she studied under Philip Guston.2 After graduation, Hall moved to New York City, where she studied at the Art Students League with Yasuo Kuniyoshi, Morris Kantor, and Robert Ward Johnson.3 Early in her career, she earned critical notice in her home state, winning First Prize at the Oklahoma Artists’ Sixth Annual (1946) for her oil painting Portrait of Greta, which entered the collection of the Philbrook Art Center.4 Beginning in 1949, Hall attended Atelier 17, where she met her second husband, the Scottish poet Ruthven Todd who was a frequent collaborator with Stanley William Hayter.5 Her abstract print called Vertical Image, found in Hayter’s collection of exchange prints, shows Peet’s experimentation with marking the plate with various techniques. She continued to make prints throughout the early 1950s, and carved the engraved frontispiece to a hand-printed, limited-edition copy of Kathleen Raine’s Selected Poems (1952).6 The frontispiece’s bird and the botanical surroundings hint at her developing passion for nature; she and Todd lived on Martha’s Vineyard for a couple years in the early 1950s (they were also married there). Hall’s prints were exhibited in 1952 at Atelier 17’s group show at Peretz Johnnes gallery, and she also showed prints and paintings in group shows at the collaborative Tanager Gallery.7 In the early 1960s, Hall began working as a sculptor and focused primarily on bronze castings from wax models, but also made some pieces from stone.

    
    Selected Bibliography

    Joellen Hall: Drawings & Sculptures. New York: Poindexter Gallery, 1977.

    
    
    Notes

    

    
    	Hall married three times in her life—Melvin Peet (1946), Ruthven Todd (1952), and George Rapée (1961)—but preferred to use Hall as her professional name and Rapée as her personal name. There are exceptions, of course, and future researchers must be careful to search for mention of Joellen Peet and Joellen Todd. ↩

    	Hall’s memories of studying with Guston can be found in Dore Ashton, A Critical Study of Philip Guston (Berkeley: University of California Press, 1990), 53. ↩

    	See student record card (alphabetized under Rapée) at the Art Students League of New York. ↩

    	Thank you to Sienna Brown and Thomas Young at the Philbrook for searching for archival material about Portrait of Greta (accession number 1946.5). Hall’s former teacher, Alexandre Hogue, was a juror for the Oklahoma Artists’ Sixth Annual. ↩

    	Todd arrived in New York City in 1947. A noted scholar of William Blake, Todd collaborated with Hayter on a portfolio replicating Blake’s method of handwriting verse directly on etching plates. ↩

    	Kathleen Raine, Selected Poems (New York: Weekend Press, 1952). A copy of this book is held in the New York Public Library’s Rare Book Collection. ↩

    	“Atelier 17 Group,” Art Digest 26 (July 1952): 19; Prints (New York: Tanager Gallery, 1953). One of Hall’s prints titled Vertical Image (1951) is included on an unknown exhibition list in HPP, Paris. ↩

    

    
     
    
    
        
    
    
        
    
    42.  Anita Heiman

    

    
    [image: Anita Heiman, Naturaja, 1949. Soft ground etching and aquatint, screrenprint, image: 17 ½ x 15 in., sheet: 19 5/8 x 16 ¾ in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Anita Heiman, Naturaja, 1949. Soft ground etching and aquatint, screrenprint, image: 17 ½ x 15 in., sheet: 19 5/8 x 16 ¾ in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1922-1988
    

    
    	Place of Birth
    	Philadelphia, PA, USA
    

    
    	Place of Death
    	Norritown, PA, USA
    

    
    	Birth Name
    	Anita Heiman
    

    
    

    Anita Heiman was born in Philadelphia, Pennsylvania to working class parents. By the 1940 census, her parents had divorced and she and her mother—a dress factory worker—were living with her maternal grandfather in the West Oak Lane neighborhood of Philadelphia.1 Heiman attended the Tyler School of Art at Temple University for two years between September 1946 and August 1948, and she participated in an alumni exhibition in 1949.2 Around this time, she also joined the group working with Stanley William Hayter at the Philadelphia Print Club. Her multi-colored soft ground etching Naturaja was included in Atelier 17’s group exhibition with Grace Borgenicht Gallery in 1952, which traveled to multiple venues. By 1956, Heiman had married Dr. Emmanuel Fischhoff, whom she later divorced, and a newspaper report cites her as the driver in a car fatality in August 1956.3 She died in Norristown, Pennsylvania, in 1988.4

    
    Selected Bibliography

    Bonte, C. H. “Innovations Mark Annual Exhibition by Academy Fellowship; Tyler’s Third Annual.” The Philadelphia Inquirer, March 13, 1949.

    ———. “Three Prizes Awarded in Print Club Color Show; Other Club Activities.” The Philadelphia Inquirer, March 6, 1949.

    “Water Colors at the ‘Y.’” The Philadelphia Inquirer, March 12, 1950.

    
    
    Notes

    

    
    	1940 census, Philadelphia, Philadelphia, Pennsylvania; Roll: T627_3755; Page: 16B; Enumeration District: 51-2189. ↩

    	Heiman’s attendance at Temple were verified through National Student Clearinghouse. Her work is mentioned in C. H. Bonte, “Innovations Mark Annual Exhibition by Academy Fellowship; Tyler’s Third Annual,” The Philadelphia Inquirer, March 13, 1949, 77. ↩

    	“Runaway Auto Kills Guest,” The Philadelphia Inquirer, August 12, 1956, 37. ↩

    	See entries for Anita Udell Heiman in Ancestry.com, U.S., Social Security Applications and Claims Index, 1936-2007 (Provo, UT, USA: Ancestry.com Operations, Inc., 2015). ↩

    

    
     
    
    
        
    
    
        
    
    43.  Fannie Hillsmith

    

    
    [image: Martin Harris, Fannie Engraves a Copper Plate (left: Fannie Hillsmith; right: Harriet Berger Nurkse), ca. 1947. Gelatin silver print, 9 15/16 x 8 13/16 in. (25.2 x 20.8 cm). Fine Arts Museums of San Francisco, Gift of Robert Flynn Johnson, 2004.140.7.5. Courtesy estate of Martin Harris.]Martin Harris, Fannie Engraves a Copper Plate (left: Fannie Hillsmith; right: Harriet Berger Nurkse), ca. 1947. Gelatin silver print, 9 15/16 x 8 13/16 in. (25.2 x 20.8 cm). Fine Arts Museums of San Francisco, Gift of Robert Flynn Johnson, 2004.140.7.5. Courtesy estate of Martin Harris.
    
    

    
    [image: Fannie Hillsmith, The Table-Study No. 5, 1947. Etching and aquatint, plate: 10 ¾ x 14 7/8 in. (27.3 x 37.8 cm); sheet: 13 x 20 1/16 in. (33.1 x 51 cm). National Gallery of Art, Washington, D.C. Reba and Dave Williams Collection, Gift of Reba and Dave Williams, 2008.115.2495. Courtesy of the Estate of Fannie Hillsmith and the Susan Teller Gallery, New York.]Fannie Hillsmith, The Table-Study No. 5, 1947. Etching and aquatint, plate: 10 ¾ x 14 7/8 in. (27.3 x 37.8 cm); sheet: 13 x 20 1/16 in. (33.1 x 51 cm). National Gallery of Art, Washington, D.C. Reba and Dave Williams Collection, Gift of Reba and Dave Williams, 2008.115.2495. Courtesy of the Estate of Fannie Hillsmith and the Susan Teller Gallery, New York.
    
    

    
    [image: Fannie Hillsmith, The Rose, 1947. Engraving, plate: 7 ¾ x 6 ½ in. (19.7 x 16.5 cm). Susan Teller Gallery, New York. Courtesy of the Estate of Fannie Hillsmith and the Susan Teller Gallery, New York]Fannie Hillsmith, The Rose, 1947. Engraving, plate: 7 ¾ x 6 ½ in. (19.7 x 16.5 cm). Susan Teller Gallery, New York. Courtesy of the Estate of Fannie Hillsmith and the Susan Teller Gallery, New York
    
    
    
    
    	Life Dates
    	1911-2007
    

    
    	Place of Birth
    	Boston, MA, USA
    

    
    	Place of Death
    	Jaffrey, NH, USA
    

    
    	Birth Name
    	Fannie Hillsmith
    

    
    

    Fannie Hillsmith was born in Boston, Massachusetts, and attended four years at the Boston Museum School, following in the footsteps of her grandfather Frank Hillsmith, a respected artist in the area.1 Seeking greater exposure to modernism, she earned a coveted out-of-town scholarship to the Art Students League and studied with Alexander Brook, William Zorach, Yasuo Kuniyoshi, and John Sloan during the 1934–35 academic year. Hillsmith’s career accelerated in the early 1940s as she exhibited her cubist-inspired canvases and earned positive reviews from critics such as Clement Greenberg. Norlyst Gallery hosted her first solo exhibition in 1943, which propelled her inclusion in important group exhibitions, such as the Spring Salon for Young Artists (1943–44) and The Women (1945), both at Peggy Guggenheim’s Art of This Century Gallery, and Sidney Janis’s Abstract and Surrealist Art in America (1944). Through her affiliation with Charles Egan Gallery, Hillsmith received an invitation from Josef Albers, a fellow Egan artist, to teach at Black Mountain College in the summer of 1945.2 Soon after her return to New York, she became a member of Atelier 17, working there from approximately 1946 until 1950. In addition to forming close friendships with Harriet Berger Nurkse and Alicia Legg, she valued the opportunity to work side-by-side with established European artists at the workshop’s communal tables. Prints such as The Table–Study No. 5 (1947) offer some of the best examples of her mature style, which interpreted personally significant Victorian-era domestic settings through the language of cubist structure. She showed with Atelier 17 on numerous occasions and exhibited her prints independently at venues such as the Brooklyn Museum and Philadelphia Print Club. Hillsmith continued to paint and exhibit throughout her lifetime, and her work is represented in many major public collections.
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    Notes

    

    
    	Additional biographical details in Doris A. Birmingham, “The Art of Fannie Hillsmith,” in Fannie Hillsmith, ed. Robert Doty (Manchester, N.H.: Currier Gallery of Art, 1987. ↩

    	Hillsmith noted that many of her students at Black Mountain were teachers looking for summer refresher courses. Margaret Balzer, then a teacher at Berea College, overlapped with Hillsmith (Hillsmith’s dates were July 2–August 4 and Balzer’s were July 9–August 19). Balzer did not take classes with Hillsmith, but they likely socialized together, and interestingly both started at Atelier 17 not long after leaving Black Mountain. Black Mountain College Papers, Western Regional Archives State Archives of North Carolina Department of Natural and Cultural Resources, Asheville; James Thompson, Black Mountain College Dossiers: Fannie Hillsmith (Asheville: Black Mountain College Museum and Arts Center, 1996), 16–17. ↩

    

    
     
    
    
        
    
    
        
    
    44.  Eugenia Huneeus

    

    
    [image: Unidentified photographer, María Eugenia Huneeus, ca. 1950s.]Unidentified photographer, María Eugenia Huneeus, ca. 1950s.
    
    
    
    
    	Life Dates
    	1916-2009
    

    
    	Place of Birth
    	Santiago, Chile
    

    
    	Place of Death
    	Sudbury, England
    

    
    	Birth Name
    	María Eugenia Huneeus
    

    
    

    Born in Santiago, Chile, María Eugenia Huneeus was in the United States by the mid-1940s to attend graduate school on a “Pan-American scholarship” at Simmons College in Boston, Massachusetts.1 After graduation, she worked as a psychiatric caseworker for the Family Society of Boston. According to the Grippe ledger book, Huneeus visited Atelier 17 in March 1952, directly before departing for England where she would live for the remainder of her life.2 At Atelier 17, she worked on just one small plate. Huneeus continued in the field of social work while living in England and published frequently in her field.3

    
    Notes

    

    
    	“Federation Notes,” Fitchburg Sentinel, February 16, 1944, 4. ↩

    	Student ledger book, p. 28, Allentown Art Museum/Grippe Collection, Allentown, Penn. Huneeus is on the ship manifest for the Ile de France, departing March 21, 1952. ↩

    	Eugenia Huneeus, “On Working With and Without Supervision,” British Journal of Psychiatric Social Work 3, no. 2 (1955): 28–31; Eugenia Huneeus, “Some Apsects of Community Care,” British Journal of Psychiatric Social Work 5, no. 4 (1960): 178–83. Huneeus is also mentioned in the poet May Sarton’s letters, May Sarton, Dear Juliette: Letters of May Sarton to Juliette Huxley (New York: W. W. Norton & Company, 1999), 162, 164. ↩

    

    
     
    
    
        
    
    
        
    
    45.  Lotte Jacobi

    

    
    [image: Frank H. Bauer, Lotte Jacobi in her Studio, New York, 1953. © 2019 The University of New Hampshire.]Frank H. Bauer, Lotte Jacobi in her Studio, New York, 1953. © 2019 The University of New Hampshire.
    
    

    
    [image: Lotte Jacobi, Untitled, ca. 1951. Copper engraving, plate: 5 x 7 in. (12.7 x 17.8 cm); sheet: 10 x 13 in. (25.4 x 33 cm). Milne Special Collections and Archives Department, University of New Hampshire Library, Durham. © The University of New Hampshire. Used with permission.]Lotte Jacobi, Untitled, ca. 1951. Copper engraving, plate: 5 x 7 in. (12.7 x 17.8 cm); sheet: 10 x 13 in. (25.4 x 33 cm). Milne Special Collections and Archives Department, University of New Hampshire Library, Durham. © The University of New Hampshire. Used with permission.
    
    
    
    
    	Life Dates
    	1896-1990
    

    
    	Place of Birth
    	Toruń, Prussia (now Poland)
    

    
    	Place of Death
    	Deering, NH, USA
    

    
    	Birth Name
    	Johanna Alexandra “Lotte” Jacobi
    

    
    

    The much-noted photographer Lotte Jacobi was involved with Atelier 17 during two distinct moments when the studio was in New York. Jacobi, born in West Prussia (now Poland), had a robust career as a portrait photographer in her family’s Berlin studio before immigrating to the United States in 1935. She first visited Atelier 17 around 1946 with her husband, Erich Reiss, when he was in ill health and seeking a stress-free hobby. Leo Katz, who had joined Atelier 17 in 1944, worked with Jacobi and Reiss on “photogenics.” For these camera-less photographs, Jacobi and Reiss shone a flashlight onto photosensitive paper, producing abstract effects.1 After Reiss’s death in 1951, Jacobi returned to Atelier 17 at the urging of Katz, who wanted to alleviate her mourning.2 She made a handful of copper-plate engravings, which are preserved in her papers at the University of New Hampshire.3 All are abstract and appear to be test plates, in which she experimented with techniques and methods of inking. She continued to visit Atelier 17 throughout the early 1950s, and she offered some studio members shows at her newly opened gallery space at 46 West Fifty-Second Street. Louise Nevelson, for example, exhibited her innovative Atelier 17 prints for the first time in January 1954 at Lotte Jacobi Gallery, and Jacobi also hosted a group show of Atelier 17 engravers in late 1954. Jacobi remained friendly with Stanley William Hayter, visiting the Paris workshop in 1963 and taking his portrait in 1973.4

    
    Archives

    Lotte Jacobi Papers, University of New Hampshire Library, Durham

    
    
    Selected Bibliography

    Moriarty, Peter. Lotte Jacobi: Photographs. Boston: A Pocket Book, David R. Godine Publisher, 2003.

    Wise, Kelly. Lotte Jacobi. Danbury: Addison House, 1978.

    
    
    Notes

    

    
    	Jacobi first exhibited her photogenics at Norlyst Gallery in 1948, and Leo Katz wrote the introductory text to the catalogue. Jacobi evolved her process and eventually passed light over glass or twisted pieces of cellophane. A facsimile of Katz’s essay can be found in Peter Moriarty, Lotte Jacobi: Photographs (Boston: David R. Godine, 2003), 50–52. ↩

    	Kelly Wise, Lotte Jacobi (Danbury, Conn.: Addison House, 1978), 12. ↩

    	See thirty-five preserved engravings in Series XII: Miscellaneous, box 63, Lotte Jacobi Papers, University of New Hampshire Library, Durham. None of the engravings are signed or dated, so it is impossible to say definitely when they were made. Jacobi apparently worked in intaglio into the 1960s, one of which is illustrated in Wise, Lotte Jacobi, 13. Her name does not appear in the Grippe ledger, which likely means she was not officially a student in the 1952–54 period, but visited socially. ↩

    	Stanley William Hayter to Helen Phillips, 17 April [1963], Helen Phillips papers, Paris. ↩

    

    
     
    
    
        
    
    
        
    
    46.  Joan

    

    
    [image: Anonymous, ‘Joan’s plate,’ 1942. Etching and engraving, plate: 4 13/16 x 3 1/8 in. (12.3 x 7.9 cm), sheet: 11 3/16 x 8 ¾ in. (28.4 x 22.3 cm). Metropolitan Museum of Art, New York. Gift of Elizabeth McFadden, 1983.1156.9.]Anonymous, ‘Joan’s plate,’ 1942. Etching and engraving, plate: 4 13/16 x 3 1/8 in. (12.3 x 7.9 cm), sheet: 11 3/16 x 8 ¾ in. (28.4 x 22.3 cm). Metropolitan Museum of Art, New York. Gift of Elizabeth McFadden, 1983.1156.9.
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    Included in a donation of prints from Anne Ryan’s estate to the Metropolitan Museum of Art is a beautiful still life engraving of a magnolia flower in a glass pitcher by an anonymous female artist. An inscription in Ryan’s handwriting simply identifies the print as “Joan’s Plate 1942.” Although it is impossible to positively identify who “Joan” is without further information, it is almost certain she studied engraving at Atelier 17 when it was located at the New School. All of the other prints included in the same donation to the Metropolitan Museum (accession nos. 1983.1156.1-.14) are by Atelier 17 members. Furthermore, it would be highly unusual that an artist working in New York during the early 1940s would have practiced engraving so masterfully without formal instruction.

     
    
    
        
    
    
        
    
    47.  Margaret Jean Kettunen Zegart

    

    
    [image: Unidentified photographer, Margaret Jean Kettunen Zegart, ca. 1940s. Courtesy of the artist.]Unidentified photographer, Margaret Jean Kettunen Zegart, ca. 1940s. Courtesy of the artist.
    
    

    
    [image: Marjean Kettunen Zegart, Heavy Bird, 1950. Engraving, 17 7/8 x 19 3/8 in. (45.4 x 49.2 cm). Brooklyn Museum, New York. Dick S. Ramsay Fund, 50.25. Courtesy of the artist.]Marjean Kettunen Zegart, Heavy Bird, 1950. Engraving, 17 7/8 x 19 3/8 in. (45.4 x 49.2 cm). Brooklyn Museum, New York. Dick S. Ramsay Fund, 50.25. Courtesy of the artist.
    
    
    
    
    	Life Dates
    	born 1926
    

    
    	Place of Birth
    	East Lansing, MI, USA
    

    
    	Birth Name
    	Margaret Jean Kettunen
    

    
    

    Raised in East Lansing, Michigan, Margaret Jean (or Mar Jean) Kettunen was slated to become a home economics teacher but shifted course and moved to New York, where she took a job as assistant to *Glamour*’s art editor. Hearing about Atelier 17 through a colleague at Condé Nast, Kett—as she became known professionally—attended Hayter’s classes in the evenings and became a masterful engraver. She won a purchase prize at the 1950 Brooklyn print annual for Heavy Bird and showed in the museum’s next four annuals. Heavy Bird, a relatively large plate for this period, features biomorphic shapes carefully filled with intricately engraved and etched textures. She earned the respect of Hayter, whose terse statement “she is good” counts as rare enthusiasm by the standards of his prose.1 She was the only woman included in a small show of Atelier 17 engravings held at the Lotte Jacobi Gallery in late 1954, surrounded by the men who dominated the field of engraving: Hayter, Joseph Hecht, Roger Vieillard, Pierre Courtin, Leo Katz, and Gabor Peterdi.2 Like so many married women of her generation, however, Kett faded from professional prominence because of family commitments and economic necessity. She moved to Northern California in 1953 and married in 1954. Although she continued to work as a printmaker, she concentrated for some period on raising four children and teaching art at Tamalpais High School in Mill Valley.3 Kett worked as a printmaker into her eighties and produced about two hundred plates.

    
    Archives

    Margaret “Kett” Zegart, oral history by Nancy Emerson, May 1, May 8, and June 20, 2017, Mill Valley Oral History Program.

    
    
    Selected Bibliography

    “College Announces Two New Courses.” Daily Independent Journal. June 16, 1961.
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    Notes

    

    
    	Stanley William Hayter to Peter Grippe, 3 October 1952, Allentown Art Museum, The Grippe Collection, Allentown, Penn. ↩

    	Exhibition announcement in Series XIII: Oversized Material, oversize box 3, Lotte Jacobi Papers, University of New Hampshire Library, Durham. ↩

    	The Mill Valley Oral History Program, organized by the Mill Valley Library and Mill Valley Historical Society, completed an informative oral history with Kett in 2017, which talks about her life and career after leaving New York for California. ↩

    

    
     
    
    
        
    
    
        
    
    48.  Dina Kevles Gustin Baker

    

    
    [image: Dina Kevles, senior portrait in Gratz High School yearbook, 1941. Ancestry.com. U.S., School Yearbooks, 1900-1990. Provo, UT, USA: Ancestry.com Operations, Inc., 2010.]Dina Kevles, senior portrait in Gratz High School yearbook, 1941. Ancestry.com. U.S., School Yearbooks, 1900-1990. Provo, UT, USA: Ancestry.com Operations, Inc., 2010.
    
    
    
    
    	Life Dates
    	born 1924
    

    
    	Place of Birth
    	Philadelphia, PA, USA
    

    
    	Birth Name
    	Dina Kevles
    

    
    

    Dina Kevles was born in Philadelphia, Pennsylvania, and grew up in the city’s northern reaches where she attended Gratz High School. After graduation in 1941, Kevles went directly onto the “preparatory program” at the Philadelphia Museum School of the Industrial Arts (now University of the Arts), which was the foundation for the school’s art and design programs.1 She also attended classes at Tyler School of Art around the same time.2 In 1944, she married Hugh Mesibov (1916-2016), also a Philadelphia-based artist who was gaining prominence for his surrealist-inspired social viewpoint work and had contributed to the development of carborundum etching at Philadelphia’s Graphic Arts Workshop supported by the Works Progress Administration.3 Likely through Mesibov’s encouragement, Kevles enrolled in the art education program at the Barnes Foundation for the 1944-45 session and again in 1945-46 (he had attended four seasons between 1936 and 1940).4 Together, the Mesibovs moved to New York City in winter of 1946. Kevles was awarded an “out-of-town” scholarship to the Art Students League for the 1946-47 academic year and studied with Nahum Tschacbsov, Harry Sternberg, Jose de Creeft, and Morris Kantor.5 The couple separated by the spring of 1948 and both remarried: Mesibov in 1949 to the opera singer Eudice Charney, and Kevles to John C. Gustin, a psychoanalyst who died in 1964, and later a businessman named William Baker. She traveled to Mexico in 1950, and the trip served as inspiration for the expressionistic, semi-abstract paintings she exhibited in her first solo show at Roko Gallery in December 1951. In 1953, she earned a scholarship to attend Atelier 17, then under Peter Grippe’s management, and was very active working on plates for approximately one year though none of these have yet been located.6 Now based in Florida, Kevles continues to paint and exhibit her work locally. It has maintained an abstract quality and relates to issues of speed, time, and motion.

    
    Archives

    Dina Gustin Baker papers, 1946-1978, Archives of American Art, Smithsonian Institution.

    
    
    Selected Bibliography
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    Notes

    

    
    	Kevles attended the Philadelphia Museum School between September 1941 and February 1943. Her attendance records were confirmed by Rosemary Savoia, Records Systems Manager, The University of the Arts, email to Christina Weyl, April 3, 2017. ↩

    	According to Tyler’s records, the artist attended class sporadically but did not formally matriculate or graduate. Mollie Tronco Repetto, email to Christina Weyl, May 16, 2017. ↩

    	Thank you to Hugh Mesibov’s daughter, Barbara Mesibov, who confirmed the marriage between her father and Kevles. Her mother, Eudice Charney Mesibov, recalled meeting Dina Kevles in 1946 at a party organized by her talent agent, Ida Goldberg, and the literary couple Stymean and Davis Weiss. Eudice remembers being impressed with Kevles, who she characterized as an “exciting woman, inhabiting the world freely, courageous and interesting.” Eudice returned to Philadelphia and saw Dina and Hugh again in 1948, by which point they had split. Soon after, Eudice and Hugh began their courtship. Deborah Mesibov, email to Christina Weyl, March 29, 2017. ↩

    	See letters between Dina Kevles and Albert C. Barnes, August 14, 1944 through November 2, 1950, Albert C. Barnes Correspondence, Barnes Foundation Archives, Philadelphia, PA. ↩

    	Student registration card (alphabetized under “Kevles”), Art Students League of New York. ↩

    	Student ledger book, p. 48, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    

    
     
    
    
        
    
    
        
    
    49.  Rose Krevit

    

    
    [image: Rose Krevit, Woman and Birds, ca. 1961. Enamel panel, 10 x 11 in. Reproduced in Craft Horizons XXI (January/February 1961), p. 50.]Rose Krevit, Woman and Birds, ca. 1961. Enamel panel, 10 x 11 in. Reproduced in Craft Horizons XXI (January/February 1961), p. 50.
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    Rose Krevit worked at Atelier 17 during Peter Grippe’s tenure as director.1 Based in the Midwood area of Brooklyn, she paid for tuition for two months (in an unknown year) and purchased plates ranging in size from very small (3 x 4”) to a larger 12 x 8” format. By the late 1950s, Krevit was working as an enamellist and exhibiting her work in galleries, museums, and craft annuals from Connecticut to California. In 1961, she addressed the first Northeast Regional Conference of the American Craftsmen’s Council held at SUNY New Paltz, and the transcription of her talk appeared in Craft Horizons.2 In it, she advocated for thinking about enameling as a kind of painting on metal plate. Nothing further is known about Krevit’s life or career.
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    Notes

    

    
    	Student ledger book, p. 42, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	Rose Krevit, “Enameling: ‘Communication of Our Best Right Ideas,’” Craft Horizons XXI, no. 1 (January 1961): 50–51. ↩

    

    
     
    
    
        
    
    
        
    
    50.  Ruth Leaf

    

    
    [image: Unidentified photographer, Ruth Leaf in her Douglastown studio, ca. 1960s. Courtesy Mia Casino.]Unidentified photographer, Ruth Leaf in her Douglastown studio, ca. 1960s. Courtesy Mia Casino.
    
    

    
    [image: Ruth Leaf, Untitled portrait, ca. 1945. Etching and aquatint, plate: 6 7/8 x 4 15/16 in. (17.5 x 12.5 cm). Private collection, New York. Courtesy estate of Ruth Leaf.]Ruth Leaf, Untitled portrait, ca. 1945. Etching and aquatint, plate: 6 7/8 x 4 15/16 in. (17.5 x 12.5 cm). Private collection, New York. Courtesy estate of Ruth Leaf.
    
    

    
    [image: Ruth Leaf, Musicians, ca. 1950s. Woodcut, image: 9 3/8 x 25 5/8 in. (23.7 x 65 cm), sheet: 12 3/8 x 24 ¼ in. (31.5 x 61.7 cm). National Gallery of Art, Washington, Gift of Reba and Dave Williams, 2008.115.3074. Courtesy estate of Ruth Leaf.]Ruth Leaf, Musicians, ca. 1950s. Woodcut, image: 9 3/8 x 25 5/8 in. (23.7 x 65 cm), sheet: 12 3/8 x 24 ¼ in. (31.5 x 61.7 cm). National Gallery of Art, Washington, Gift of Reba and Dave Williams, 2008.115.3074. Courtesy estate of Ruth Leaf.
    
    
    
    
    	Life Dates
    	1923-2015
    

    
    	Place of Birth
    	Brighton Beach, NY, USA
    

    
    	Place of Death
    	Venice, CA, USA
    

    
    	Birth Name
    	Ruth Leaf
    

    
    

    Ruth Leaf was born and raised in Brighton Beach, New York. At nineteen, she enrolled in classes at the Art Students League, a decision her parents—both immigrants from Russia—had mixed feelings about, given the profession’s economic challenges. At the League, she honed her practice in the graphic arts by studying with Harry Sternberg, for whom she served as a studio monitor.1 In the early 1940s Leaf married Hersch Lerner; Sternberg was unsupportive of Leaf’s decision to start a family (the couple had two daughters born in 1943 and 1947). Given Sternberg’s attitude, she decided to pursue further studies in printmaking elsewhere and became a member of Atelier 17 around 1945–46. She worked during the day while her mother watched her young daughter, later recalling that the studio was a bustling hub of activity and reporting that she learned a tremendous amount through both direct instruction from Hayter and collaboration with others.2 She showed with Atelier 17 twice at the Leicester Galleries (1947) and Laurel Gallery (1949) and exhibited in other national print competitions. During the 1950s her prints were expressionistic woodcuts that featured jazz musicians—she frequented the city’s jazz clubs—and the amusement parks and beaches of Coney Island, near where she had grown up.3 In the late 1960s she founded the Ruth Leaf Studio in Douglaston, Queens, which she operated until the 1990s. Classes were structured around three primary exercises: aquatint, soft ground etching, and color viscosity printing, which Hayter had been developing during Leaf’s time at Atelier 17 (in fact, Leaf’s students called their viscosity prints “Hayters”). Success in a student’s first plate was key to Leaf’s approach, and she made sure to instruct about even the smallest details, such as the necessity of removing grease from the plate surface before applying grounds, as reflected in her comprehensive 1976 printmaking manual.4^68^ Leaf practiced printmaking well into her eighties, even after her relocation to Venice, California, and reserved several hours per day for studio time. Her prints from the 2000s were mostly abstract and vibrantly colored.

    
    Selected Bibliography

    Leaf, Ruth. Intaglio Printmaking Techniques. New York: Watson-Guptill, 1976.

    “New Co-Op Gallery Opens.” New York Times, November 17, 1974.

    
    
    Notes

    

    
    	Student registration card, Art Students League of New York. ↩

    	Ruth Leaf, interview by Christina Weyl, September 7, 2011. ↩

    	Artist file, Williams Collection Research Files, National Gallery of Art, Washington, D.C. ↩

    	Ruth Leaf, Intaglio Printmaking Techniques (New York: Watson-Guptill, 1976). ↩

    

    
     
    
    
        
    
    
        
    
    51.  Alicia Bell Legg

    

    
    [image: Unidentified photographer, Alicia Bell Legg at Christmas, 1966. Courtesy Pamela J. Link via Ancestry.com]Unidentified photographer, Alicia Bell Legg at Christmas, 1966. Courtesy Pamela J. Link via Ancestry.com
    
    

    
    [image: Alicia Bell Legg, Plant, ca. 1947. Engraving, plate: 11 x 6 7/8 in. (27.9 x 17.5 cm); sheet: 14 7/8 x 10 7/8 in. (37.8 x 27.6 cm). Dolan/Maxwell, Philadelphia. Courtesy Dolan/Maxwell.]Alicia Bell Legg, Plant, ca. 1947. Engraving, plate: 11 x 6 7/8 in. (27.9 x 17.5 cm); sheet: 14 7/8 x 10 7/8 in. (37.8 x 27.6 cm). Dolan/Maxwell, Philadelphia. Courtesy Dolan/Maxwell.
    
    
    
    
    	Life Dates
    	1915-2002
    

    
    	Place of Birth
    	Hackensack, NJ, USA
    

    
    	Place of Death
    	Cockeysville, MD, USA
    

    
    	Birth Name
    	Alicia Bell Legg
    

    
    

    Alicia Bell Legg was born into a well-to-do family in Hackensack, New Jersey. Her father was a stockbroker who died unexpectedly of pneumonia in 1929 (luckily, the family was not affected by the stock market crash).1 She attended the Ogontz School for Girls, an elite finishing school for young women in Philadelphia, and there began to learn the basics of art history by perusing the wares a bookseller brought to the school at lunchtime.2 Legg had been interested in art from an early age—in her youth, she took art lessons from a local artist in Hackensack—and she went to the Art Students League after graduating from Ogontz in 1935. While working full-time as a secretary, she studied in life classes led by Peggy Bacon, George Bridgman, and Robert Brackman, and she shifted to printmaking at the League with Harry Sternberg and Will Barnet. Harriet Berger, a good friend of Legg’s—their mothers were neighbors and friends in New Jersey—was also enrolled in Sternberg’s and Barnet’s graphic arts classes. Prints by Legg found in Berger’s estate show she was adept in intaglio and woodblock printmaking. In approximately 1946, Legg went to Atelier 17 along with Berger and another friend, Fannie Hillsmith. There, Legg engraved a still life of a pothos plant, attempting several different types of engraved lines. Although Legg exhibited her work in a few group shows, she realized she needed to pursue another career path. In 1949 she joined the staff of MoMA and rose from the library to a full curatorship. She was also responsible for designing the museum’s garden in 1953.3 Legg retired from the museum in 1987.

    
    Selected Bibliography
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    “Healy Thinks Norther Vt. Aritsts Over-Highlight Beauties of State.” The Burlington Free Press. March 30, 1945.
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    “Sixteenth Annual Norther Vermont Artists’ Exhibition Opens Saturday.” The Burlington Free Press. March 5, 1946.

    
    
    Notes

    

    
    	Much of the information for this biography comes from Legg’s oral history interview by Sharon Zane, June 5 and October 17, 1991, MoMA Archives, New York. ↩

    	Penn State University purchased the Ogontz School’s campus in 1950. Thank you to Lillian A. Hansberry of Penn State Abington Library for confirming Legg’s enrollment and searching through school yearbooks. ↩

    	Fran Schumer, “A Curator, Her Garden and Her Art,” New York Times, June 10, 1987. ↩

    

    
     
    
    
        
    
    
        
    
    52.  Lily Lochner

    

    
    
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    Nothing is known about the life of Lily Lochner. Her name and two prints—The Dancer and Lovers Knot (both from 1949)—appear on a list of prints by Atelier 17 members in the archive of Helen Phillips.1 Given the date of these prints, Lochner could have been a member of Atelier 17 in either New York or Paris.

    
    Notes

    

    
    	See untitled and undated list, Helen Phillips papers, Paris. ↩

    

    
     
    
    
        
    
    
        
    
    53.  Ryah Ludins

    

    
    [image: David Robbins, Ryah Ludins and Balcomb Greene working on a mural, 1939. Federal Art Project, Photographic Division collection, circa 1920-1965. Archives of American Art, Smithsonian Institution.]David Robbins, Ryah Ludins and Balcomb Greene working on a mural, 1939. Federal Art Project, Photographic Division collection, circa 1920-1965. Archives of American Art, Smithsonian Institution.
    
    

    
    [image: Ryah Ludins, Bombing, ca. 1940s. Engraving, aquatint, soft-ground etching, plate: 9 7/8 x 12 in. (25 x 30.5 cm), sheet: 14 1/8 x 19 ½ in. (36 x 49.5 cm). British Museum, Gift of Désirée Hayter, 2012,7025.28. © Ryah Ludins. Photo courtesy of the Trustees of the British Museum.]Ryah Ludins, Bombing, ca. 1940s. Engraving, aquatint, soft-ground etching, plate: 9 7/8 x 12 in. (25 x 30.5 cm), sheet: 14 1/8 x 19 ½ in. (36 x 49.5 cm). British Museum, Gift of Désirée Hayter, 2012,7025.28. © Ryah Ludins. Photo courtesy of the Trustees of the British Museum.
    
    
    
    
    	Life Dates
    	1896-1957
    

    
    	Place of Birth
    	Russia
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Ryah Ludins
    

    
    

    Ryah Ludins was born in 1896 and, with her parents and three younger siblings, emigrated from Russia to the United States in 1904.1 They settled in the Bronx near the Grand Concourse, and her father became an architect.2 Ludins attended Teachers College at Columbia University from 1917 until 1925. In 1922, she earned a BS in Fine Arts and a Diploma in Education (Teacher of Fine Arts), and she completed a graduate program in 1925.3 Simultaneously, she entered the Art Students League in 1923, taking a year of life classes with Kenneth Hayes Miller.4 Later in the 1920s, she went to France where she studied with André Lhote, and she would eventually also visit the Polytechnic Institute in Mexico City.5 Settled back in New York, she taught summer sessions at Teachers College in 1929, 1932, 1936, and 1938 (Leon Polk Smith was among her students).6 Ludins was employed in the mural division of the Works Progress Administration and completed a fresco called Central Park for Bellvue Hospital.7 She also continued to have a robust artistic exchange with Mexico, creating murals for the State Museum at Morelia, Michoacan.8 She must have hear about Hayter and his studio through her New York network, and she produced at least one engraving entitled Bombing (1945) which she exhibited with the Atelier 17 group twice, first at the Willard Gallery (1945) and again at the Leicester Galleries (1947). Unfortunately, an impression of this print has not yet been located. Ludins produced a number of lithographs throughout her career, most of which represent landscapes, seascapes, and urban scenery. In her final years, Ludins lived and taught at the Hotel Chelsea, where she passed away in 1957.

    
    Archives

    Ryah Ludins portfolio, circa 1920-1950, Archives of American Art, Smithsonian Institution.

    
    
    Selected Bibliography
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    Notes

    

    
    	Most biographical information pulled from “Ryah Ludins,” in The National Cyclopaedia of American Biography, vol. 50 (New York: J.T. White, 1967), 668; “Miss Ryah Ludins, Painter, Teacher,” New York Times, August 31, 1957, 15; Eliot Bartlett, Anchor to Windward (Lincoln, MA: Harlackenden Press, 1989), 37–45. ↩

    	Information gleaned from David George Ludins’s passport application, May 14, 1918. National Archives and Records Administration (NARA); Washington D.C. Roll #: 518; Volume #: Roll 0518 - Certificates: 17500-17749, 14 May 1918-16 May 1918. ↩

    	Thank you to Sandra Afflick, Assistant Registrar for Operations and Records, Teachers College, Columbia University, email to Christina Weyl, May 5, 2017. ↩

    	Student registration card, Art Students League of New York. ↩

    	There are conflicting accounts about who Ludins studied with in Paris. Most sources say André Lhote, but one source says Amédée Ozenfant and Charles Edouard Jeaneret, more famously known as Le Corbusier. See Bartlett, Anchor to Windward, 37. ↩

    	Thank you to Columbia University Archives, for sharing her appointment card and course descriptions. Joanna Rios, email to Christina Weyl, January 9, 2017. ↩

    	For more on Ludin’s employment with the WPA, see Kimn Carlton-Smith, “A New Deal for Women: Women Artists and the Federal Art Project, 1935-1939” (PhD diss., Rutgers, The State University of New Jersey, 1990), 322, 330, 312; The Federal Art Project: American Prints from the 1930s in the Collection of the University of Michigan Museum of Art (Ann Arbor: University of Michigan Museum of Art, 1985), 110–11. ↩

    	In 2009, Ludins’s brother Eugene donated a portfolio about her murals to the Archives of American Art, Smithsonian Institution. ↩

    

    
     
    
    
        
    
    
        
    
    54.  Hope Manchester

    

    
    [image: Martin Harris, Hope Manchester (standing, far right, with cigarette) with members of Atelier 17 reviewing the Blake Method, ca. 1947. Gelatin silver print, image: 7 9/16 x 7 11/16 in. (19.2 x 19.5 cm). Fine Arts Museums of San Francisco. Gift of Robert Flynn Johnson, 2004.140.7.2. Courtesy estate of Martin Harris.]Martin Harris, Hope Manchester (standing, far right, with cigarette) with members of Atelier 17 reviewing the Blake Method, ca. 1947. Gelatin silver print, image: 7 9/16 x 7 11/16 in. (19.2 x 19.5 cm). Fine Arts Museums of San Francisco. Gift of Robert Flynn Johnson, 2004.140.7.2. Courtesy estate of Martin Harris.
    
    

    
    [image: Hope Manchester, Seascape, 1946. Engraving and etching, plate: 7 7/8 x 14 7/8 in.; sheet: 13 ¼ x 18 in. Dolan/Maxwell, Philadelphia.]Hope Manchester, Seascape, 1946. Engraving and etching, plate: 7 7/8 x 14 7/8 in.; sheet: 13 ¼ x 18 in. Dolan/Maxwell, Philadelphia.
    
    
    
    
    	Life Dates
    	1907-1976
    

    
    	Place of Birth
    	Warwick, RI, USA
    

    
    	Place of Death
    	Alba, France
    

    
    	Birth Name
    	Hope Manchester
    

    
    

    Hope Manchester was born in Warwick, Rhode Island, the younger child of Albert and Nellie Manchester who were natives of the state.1 She attended the Rhode Island School of Design from 1925 to 1929, graduating with a diploma in Freehand Drawing and Painting.2 Manchester apparently spent the next decade living abroad in France, where she studied with Fernand Léger, Amédée Ozenfant, and Stanley William Hayter at his newly formed Atelier 17. Although Manchester’s name has only been connected with Atelier 17’s roster in Paris, her affiliation with the studio continued through its move to the United States, as is evidenced in Martin Harris’s photograph of Manchester among artists discussing the Blake method. Strangely, she did not participate in any of the workshop’s first eight group exhibitions in Europe held between 1934 and 1939, but instead showed new prints with the Atelier 17 group at the Willard Gallery (1945) and Leicester Galleries (1947). Seascape, a print once in Hayter’s collection of exchanged prints, features three women in a barren and surrealistic landscape, struggling to hold up some kind of heavy disc. Sometime in the 1940s, she married fellow artist Theodore Appleby (1923-1985), and in 1950 the couple purchased a home in Alba-la-Romaine, a rural village in the mountains of southern France. Several other artists had studios in Alba, among them Hayter and his wife Helen Phillips and the Cuban-American artist Carmen Herrera and her husband Jesse Lowenthal.3 There she worked as a painter and sculptor, in a semi-representational manner.

    
    Notes

    

    
    	Biographical information about Manchester is scant. Galerie Michelle Champetier in Cannes, France, represents her work. Census information provides basic details: 1910 census, Warwick, Kent, Rhode Island; Roll: T624_1436; Page: 11B; Enumeration District: 0016; FHL microfilm: 1375449; 1920 census, Warwick, Kent, Rhode Island; Roll: T625_1671; Page: 1B; Enumeration District: 22; Image: 346; 1930 census, Warwick, Kent, Rhode Island; Roll: 2169; Page: 15A; Enumeration District: 0016; Image: 414.0; FHL microfilm: 2341903. ↩

    	Manchester’s attendance records confirmed by Douglas Doe, Associate Archivist, RISD Archives, email to Christina Weyl, April 21, 2017. ↩

    	Dana Miller, Carmen Herrera: Lines of Sight (London: Distributed by Yale University Press, 2016), 198, 201; Peter Black and Désirée Moorhead, The Prints of Stanley William Hayter: A Complete Catalogue (Mount Kisco, NY: Moyer Bell, 1992), 391. ↩

    

    
     
    
    
        
    
    
        
    
    55.  Ana Rosa Marcos de Ycaza

    

    
    [image: Martin Harris, Ana Rosa Marcos de Ycaza (behind right) and Mark Adams carving a plate, ca. 1947. Gelatin silver print, 9 9/16 x 7 9/16 in. (24.3 x 19.2 cm). Fine Arts Museums of San Francisco. Gift of Robert Flynn Johnson, 2004.140.7.3. Courtesy estate of Martin Harris.]Martin Harris, Ana Rosa Marcos de Ycaza (behind right) and Mark Adams carving a plate, ca. 1947. Gelatin silver print, 9 9/16 x 7 9/16 in. (24.3 x 19.2 cm). Fine Arts Museums of San Francisco. Gift of Robert Flynn Johnson, 2004.140.7.3. Courtesy estate of Martin Harris.
    
    

    
    [image: Ana Rosa Marcos de Ycaza, A Tinieba, 1948. Etching, aquatint, and soft ground etching, 10 7/8 x 6 7/8 in. Museum of Modern Art, New York, purchase. Digital Image © Museum of Modern Art/Licensed by SCALA/Art Resource, NY.]Ana Rosa Marcos de Ycaza, A Tinieba, 1948. Etching, aquatint, and soft ground etching, 10 7/8 x 6 7/8 in. Museum of Modern Art, New York, purchase. Digital Image © Museum of Modern Art/Licensed by SCALA/Art Resource, NY.
    
    

    
    [image: Ana Rosa Marcos de Ycaza, Veronica, 1948. Aquatint, plate: 14 7/8 x 17 5/8 in. (37.8 x 44.7 cm), sheet: 20 x 24 ¼ in. (50.7 x 61.6 cm). National Gallery of Art, Washington, D.C., Gift of Reba and Dave Williams, 2008.115.1441.]Ana Rosa Marcos de Ycaza, Veronica, 1948. Aquatint, plate: 14 7/8 x 17 5/8 in. (37.8 x 44.7 cm), sheet: 20 x 24 ¼ in. (50.7 x 61.6 cm). National Gallery of Art, Washington, D.C., Gift of Reba and Dave Williams, 2008.115.1441.
    
    
    
    
    	Life Dates
    	1915-2013
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Ana Rosa Marcos
    

    
    

    Born in New York City to a prestigious family from Guayaquil, Ecuador, Ana Rosa Marcos de Ycaza explored surrealist imagery as a member of Atelier 17 in the second half of the 1940s. Although de Ycaza remains almost completely unknown today, Hayter, who was never overgenerous with praise, wrote that de Ycaza “had something promising, really important” and was “one of the most talented people we had.”1 In A Tinieba, 1948, included in the Atelier 17 group show at Grace Borgenicht Gallery in 1951, de Ycaza combined aquatint, etching and softground etching to create a vision of a mysterious, large-headed figure emerging from a shadowy background. She made about twenty unique images during her time at the studio, all of which explored the contrasts of black and white.2 Marcos de Ycaza also modeled during this period, and there are fashion spreads.3 Her trajectory before and after Atelier 17 are unclear. She was in the United States as a result of her husband’s diplomatic position (Ramon de Ycaza was the Consul-General of Ecuador in San Francisco), and it is possible the couple returned to Ecuador for some time, though De Ycaza ultimately lived in New York City where she died in 2013.4

    
    Notes

    

    
    	William Stanley Hayter, letters to Peter Grippe, October 3 and November 27, 1952, Allentown Art Museum, The Grippe Collection. ↩

    	In roughly 2015, Kevin Johnson, an antiques dealer based in Georgia, purchased several Louis Vuitton trunks from an estate auction. Inside, he found about art supplies, copper plates, and prints made by Ana Rosa Marcos de Ycaza. He reported that there were about eighty impressions from about twenty unique images made between 1947 and 1952. Interestingly, the plates were wrapped in a New York Times from August 31, 1952. Johnson sold these prints in groups of twenty, not individually, and has retained some research photographs of the groupings. Kevin Johnson, phone conversation with Christina Weyl, March 8, 2017. ↩

    	Kevin Johnson also found couture clothing packed inside the Louis Vuitton trunks and at least one photo spread of the artist in an unidentified fashion magazine. ↩

    	Ana R. Marcos de Ycaza, paid obituary in the New York Times, January 30, 2013. ↩

    

    
     
    
    
        
    
    
        
    
    56.  Sheri Martinelli

    

    
    [image: Sheri Martinelli, self portrait titled Miss Sheddi mid summer, 1956. Norman Holmes Pearson papers (YCAL MSS 899), Correspondence–Martinelli, Sherri Box 2. Beinecke Rare Book and Manuscript Library, Yale University.]Sheri Martinelli, self portrait titled Miss Sheddi mid summer, 1956. Norman Holmes Pearson papers (YCAL MSS 899), Correspondence–Martinelli, Sherri Box 2. Beinecke Rare Book and Manuscript Library, Yale University.
    
    

    
    [image: Sheri Martinelli, Untitled print from 15 Original Etchings and Serigraphs, 1946. Soft ground etching, plate: 5 7/8 x 4 in. (14.9 x 10.1 cm); sheet: 6 7/16 x 4 3/8 in. (16.4 x 11.1 cm). Dolan/Maxwell, Philadelphia.]Sheri Martinelli, Untitled print from 15 Original Etchings and Serigraphs, 1946. Soft ground etching, plate: 5 7/8 x 4 in. (14.9 x 10.1 cm); sheet: 6 7/16 x 4 3/8 in. (16.4 x 11.1 cm). Dolan/Maxwell, Philadelphia.
    
    
    
    
    	Life Dates
    	1918-1996
    

    
    	Place of Birth
    	Philadelphia, PA, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Shirley Burns Brennan
    

    
    

    Shirley Burns Brennan was born in Philadelphia on January 17, 1918, the oldest of Alphonse and Mae Brennan’s four children. The family was living in Wildwood, New Jersey, by the 1930 census, where her father was employed as an interior decorator.1 Having changed her first name to Sherry, she moved back to Philadelphia by the late 1930s to attend the Philadelphia Museum School of the Industrial Arts (now University of the Arts), working on ceramics under the tutelage of John Butler.2 Either in Philadelphia or back on the Jersey Shore, she met the painter and printmaker Ezio Martinelli (1913-1981), who had trained at the Accademia di Belle Arti in Bologna and the National Academy of Design in New York. The couple married, and the 1940 census shows they lived initially with his parents in a town adjacent to Atlantic City, New Jersey.3 Together, they briefly attended classes at the Barnes Foundation in the fall of 1940, but had to withdraw in November due to the financial strain of commuting from Atlantic City to Merion.4 One daughter, Shelley, was born February 20, 1942 in Atlantic City, and the Martinellis divorced sometime before the spring of 1945.5 Sheri Martinelli, the name she would use professionally, moved to New York City by December 1945, at which point encountered Anaïs Nin for the first time.6 It was around this time that Ezio and Sheri Martinelli came in contact with Stanley William Hayter—though totally independently and in different cities. Along with Hayter and Will Barnet, Ezio co-taught the Philadelphia Print Club’s Wednesday evening working group which launched in 1945. Sheri began taking classes at Atelier 17’s studio in New York City. In January 1946, she had five totally abstract soft ground etchings included in a portfolio titled 15 Original Etchings & Serigraphs, published by Joseph Luyber Gallery, along with artists Frank K. Bacher and Judith Rothschild.7 She kept a press in her apartment, and a collection of prints and plates included in her papers at Yale University’s Beinecke Library suggests she produced many more experimental prints.8 Even though they were long divorced, Hayter still referred to Ezio and Sheri as “the Martinellis” in his introduction to the Atelier 17 group’s 1947 exhibition at the Leicester Galleries.9 Sheri Martinelli remained deeply involved with the literary avant-garde, becoming Ezra Pound’s companion during his incarceration at St. Elizabeth’s Hospital and serving as muse to countless other poets and writers.10

    
    Archives

    Sheri Martinelli Papers, Yale Collection of American Literature, Beinecke Rare Book and Manuscript Library.

    
    
    Selected Bibliography
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    Notes

    

    
    	Information about Martinelli’s early life comes from the 1930 census, Wildwood, Cape May, New Jersey; Roll: 1325; Page: 12A; Enumeration District: 0022; Image: 906.0; FHL microfilm: 2341060. ↩

    	Rosemary Savoia, Records Systems Manager at the University of the Arts, was not able to document Martinelli’s attendance at the school, which likely means she took classes as an un-matriculated student. Rosemary Savoia, email to Christina Weyl, April 27, 2017. Information about Martinelli’s time at the school comes from Steven Moore, “Sheri Martinelli: A Modernist Muse,” Gargoyle Magazine, no. 41 (June 5, 1998). ↩

    	1940 census, Ventnor City, Atlantic, New Jersey; Roll: T627_2303; Page: 2B; Enumeration District: 1-137. ↩

    	See correspondence from Azio Martinelli (note alternate spelling), Sherry Brennan, and Sherry Martinelli, 1940 and 1946, Presidents’ Files, Albert C. Barnes Correspondence, The Barnes Foundation Archives, Merion, PA. ↩

    	Shelley was named for the Romantic poet Percy Shelley. In biographies of her parents, Shelley’s birth year is often and incorrectly given as 1943. Ezio (also known as Azio) remarried to Marion R. Wilson of Milton, Pennsylvania, in September 1945. ↩

    	Anais Nin mentions Martinelli in her diaries: The Diary of Anais Nin: Vol. 4 (1944-1947) (Houghton Mifflin Harcourt, 1972), 107–8. ↩

    	Josephine Gibbs, “A Modern Portfolio,” Art Digest 21, no. 6 (December 15, 1946): 11. ↩

    	See Guide to the Sheri Martinelli Papers, YCAL MSS 868, August 1999 Acquisition, III. Artwork. The prints are primarily found in boxes 27 and 29. Thank you to Lisa Hodermarsky, Yale University Art Gallery’s Sutphin Family Senior Associate Curator of Prints and Drawings, and her summer research assistant Evelyn Davis, for facilitating remote research at the Beinecke Rare Book and Manuscript Library. ↩

    	Stanley William Hayter, Atelier 17: New Etchings and Engravings by Members of the Group (London: The Leicester Galleries, 1947), 9. ↩

    	For more about Martinelli’s biography, see Moore, “Sheri Martinelli: A Modernist Muse”, accessed April 16, 2017. Several collections at Yale University’s Beinecke Rare Book & Manuscript Library contain mention of Martinelli, including the William Carlos Williams papers, H. D. Papers, and Norman Holmes Pearson papers. ↩

    

    
     
    
    
        
    
    
        
    
    57.  Maria Martins

    

    
    [image: Unidentified photographer, Maria Martins, 1945. Courtesy of Ignez Ceglia Simoes]Unidentified photographer, Maria Martins, 1945. Courtesy of Ignez Ceglia Simoes
    
    

    
    [image: Maria Martins, Impossible (plate, folio 6) from Maria, 1946. Soft ground etching, aquatint, and engraving, plate (irreg.): 6 7/8 x 5 7/8 in. (17.5 x 14.9 cm); sheet: 13 1/8 x 10 3/16 in. (33.3 x 25.8 cm). Museum of Modern Art, New York. Gift of Mr. and Mrs. Alfred H. Barr, Jr. Courtesy of Nora Martins Lobo; Digital Image © The Museum of Modern Art/Licensed by SCALA/Art Resource, NY]Maria Martins, Impossible (plate, folio 6) from Maria, 1946. Soft ground etching, aquatint, and engraving, plate (irreg.): 6 7/8 x 5 7/8 in. (17.5 x 14.9 cm); sheet: 13 1/8 x 10 3/16 in. (33.3 x 25.8 cm). Museum of Modern Art, New York. Gift of Mr. and Mrs. Alfred H. Barr, Jr. Courtesy of Nora Martins Lobo; Digital Image © The Museum of Modern Art/Licensed by SCALA/Art Resource, NY
    
    
    
    
    	Life Dates
    	1894-1973
    

    
    	Place of Birth
    	Campanha, Brazil
    

    
    	Place of Death
    	Rio de Janeiro, Brazil
    

    
    	Birth Name
    	Maria de Lourdes Alves
    

    
    

    Maria Martins, or Maria as she preferred to be known professionally, was born in Campanha, Brazil.1 At twenty-one she married Octávio Tarquínio de Souza, a Brazilian historian and intellectual, but the couple separated in 1925. Soon after Maria married Carlos Martins Pereira e Souza, a career diplomat. During the first fifteen years of their marriage, the couple traveled extensively for his postings to Ecuador, France, the Netherlands, Japan, and Belgium, where Maria began her artistic studies at the age of forty with the sculptor Oscar Jespers. Maria worked prodigiously once she relocated to Washington, D.C., where Carlos served as Brazilian ambassador to the United States. She had her first solo show of sculptures at the Corcoran Gallery of Art in October 1941, which received positive reviews. That winter, Maria rented an apartment in New York, where she continued to produce innovative sculptures. Her work initially dealt with themes of religion and folklore from her native Brazil, but she shifted to surrealism after meeting André Breton, who admired her exhibition at Valentine Gallery in 1942. Through contact with the greater surrealist circle living in New York, she likely learned of Atelier 17.2 Although Maria’s student work from Atelier 17 is unknown, she independently produced a portfolio in conjunction with her third and final show with Valentine Gallery in 1946, which demonstrates mastery of intaglio printmaking. Alongside Maria’s four-page, handwritten poem, the portfolio included engraved and etched translations of the sculptures from this 1946 show, some of which became her most critically acclaimed works. After another quick move to Paris in 1948, Maria continued to make sculpture upon the couple’s permanent return to Brazil in 1949.
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    Notes

    

    
    	Francis M. Naumann, Maria: The Surrealist Sculpture of Maria Martins (New York: André Emmerich Gallery, 1998). ↩

    	It was during this time that Maria began an affair with Marcel Duchamp and modeled for his last major work, Étant donnés (1946–66). Duchamp’s letters to Maria were published in Michael R. Taylor and P. Andrew Lins, Marcel Duchamp: Étant Donnés (Philadelphia: PMA, 2009). ↩

    

    
     
    
    
        
    
    
        
    
    58.  Alice Trumbull Mason (and Emily Mason)

    

    
    [image: John D. Schiff, Alice Trumbull Mason in her studio at 149 East 119th Street, New York, 1954. Courtesy of the Leo Baeck Institute, New York.]John D. Schiff, Alice Trumbull Mason in her studio at 149 East 119th Street, New York, 1954. Courtesy of the Leo Baeck Institute, New York.
    
    

    
    [image: Alice Trumbull Mason, Indicative Displacement, 1947. Soft ground etching and aquatint, plate: 10 x 15 5/8 in. (25.4 x 39.7 cm); sheet: 14 1/8 x 19 7/8 in. (35.9 x 50.5 cm). Yale University Art Gallery, New Haven, Conn. Gift of James N. Heald II, B.S. 1949, 2007.161.31. © 2019 Alice Trumbull Mason Estate / Licensed by VAGA at Artists Rights Society (ARS), New York.]Alice Trumbull Mason, Indicative Displacement, 1947. Soft ground etching and aquatint, plate: 10 x 15 5/8 in. (25.4 x 39.7 cm); sheet: 14 1/8 x 19 7/8 in. (35.9 x 50.5 cm). Yale University Art Gallery, New Haven, Conn. Gift of James N. Heald II, B.S. 1949, 2007.161.31. © 2019 Alice Trumbull Mason Estate / Licensed by VAGA at Artists Rights Society (ARS), New York.
    
    

    
    [image: Alice Trumbull Mason, 9 Triangles, 1952. Color woodcut, image: 13 x 9 5/8 in. (33 x 24.4 cm). Courtesy Estate of Alice Trumbull Mason and Washburn Gallery, New York. © 2019 Alice Trumbull Mason Estate / Licensed by VAGA at Artists Rights Society (ARS), New York]Alice Trumbull Mason, 9 Triangles, 1952. Color woodcut, image: 13 x 9 5/8 in. (33 x 24.4 cm). Courtesy Estate of Alice Trumbull Mason and Washburn Gallery, New York. © 2019 Alice Trumbull Mason Estate / Licensed by VAGA at Artists Rights Society (ARS), New York
    
    

    
    [image: Alice Trumbull Mason, Interference of Closed Forms, 1945. Soft ground etching and engraving with gouging, plate: 11 3/8 x 13 ¼ in. (28.9 x 33.7 cm); sheet: 14 ¾ x 17 1/8 in. (37.5 x 43.5 cm). Print Club of Philadelphia Permanent Collection, 1946-38-1. © 2019 Alice Trumbull Mason Estate / Licensed by VAGA at Artists Rights Society (ARS), New York]Alice Trumbull Mason, Interference of Closed Forms, 1945. Soft ground etching and engraving with gouging, plate: 11 3/8 x 13 ¼ in. (28.9 x 33.7 cm); sheet: 14 ¾ x 17 1/8 in. (37.5 x 43.5 cm). Print Club of Philadelphia Permanent Collection, 1946-38-1. © 2019 Alice Trumbull Mason Estate / Licensed by VAGA at Artists Rights Society (ARS), New York
    
    

    
    [image: Unidentified photographer, Alice Trumbull Mason and Emily Mason, ca. early 1940s. Courtesy of Emily Mason and the Estate of Alice Trumbull.]Unidentified photographer, Alice Trumbull Mason and Emily Mason, ca. early 1940s. Courtesy of Emily Mason and the Estate of Alice Trumbull.
    
    

    
    [image: Unidentified photographer, Emily Mason, ca. 1954-55. Courtesy of Emily Mason.]Unidentified photographer, Emily Mason, ca. 1954-55. Courtesy of Emily Mason.
    
    

    
    [image: Emily Mason, Untitled (from Escape), c. 1946-47. Dry point and soft ground print on paper, plate: 5 x 7 in., sheet: 5 3?4 x 7 in. Image courtesy of Emily Mason. © 2019 Emily Mason / Licensed by VAGA at Artists Rights Society (ARS), New York.]Emily Mason, Untitled (from Escape), c. 1946-47. Dry point and soft ground print on paper, plate: 5 x 7 in., sheet: 5 3?4 x 7 in. Image courtesy of Emily Mason. © 2019 Emily Mason / Licensed by VAGA at Artists Rights Society (ARS), New York.
    
    
    
    
    	Life Dates
    	1904-1971
    

    
    	Place of Birth
    	Litchfield, CT, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Alice Trumbull
    

    
    

    Alice Trumbull Mason, born 1904 in Litchfield, Connecticut, enjoyed the distinct benefit of growing up in a creative family. Her mother Anne Train Trumbull (1865-1930) painted before having children, and her father was a descendant of John Trumbull (1756-1843), the great American history painter.1 Like her mother before her, Mason spent a significant time in Europe during her youth absorbing the cultural and artistic past. Her first exposure to artistic training occurred in the early 1920s, when Mason studied painting at the British Academy, learned the history of art, sketched local masterpieces and nearby landscapes, and wrote poetry.2 Between roughly 1924 and 1928, Mason enrolled in life class of the realist painter Charles W. Hawthorne (1872-1930) at the National Academy of Design. Hawthorne seems to have referred Mason to study with one of his former students, Arshile Gorky (1904-1948), who was then teaching at the Grand Central School of Art, and Mason learned through Gorky to incorporate synthetic cubism into her still lives as early as 1929.3 Her career slowed down in the early 1930s with her marriage to Warwood Mason and the births of two children in 1932 and 1933, but she remained active in the literary world corresponding with William Carlos Williams and Gertrude Stein. Mason restarted her painting career in 1935, becoming a founding member of the Associated Abstract Artists group and having solo shows at the Museum of Living Art (1942) and Rose Fried’s Pinacotheca (1948). Mason came to Atelier 17 once it had moved down to its Eight Street location, probably after meeting Hayter and other workshop members at one of the popular social hangouts in the Village.4 Her first etchings, produced in 1945, allowed her to develop further what she called her “architectural” abstraction by exploring techniques like pressing fabric and other textures into soft ground etching. Working at Atelier 17 also opened up many opportunities for Mason to expand her professional network and distribute nonobjective prints more widely than she could her paintings. She continued printing color woodcuts until a few years before her death in 1971. Mason’s commitment to geometric abstraction never flagged, and her color woodcuts further developed her experimentation with biomorphic shapes across textures, colors, and dimensional planes. Mason installed a press in her uptown studio, a long-term loan from fellow Atelier 17 member Letterio Calapai (1902­–1993), which enabled her to print the woodcuts more efficiently.5 Painting remained important to Mason, but these woodcuts were instrumental to maintaining the circulation of her name within national and international exhibitions of American modernist printmaking.

    
    Emily Mason (born 1932)

    As a young teenager, Emily Mason occasionally tagged along with her mother, Alice Trumbull Mason, to visit the Atelier 17 studio. There, she created her first prints, several drypoint soft ground etchings made to illustrate Escape, a story she had penned.
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    Notes

    

    
    	For a summary of Anne Leavenworth Train Trumbull’s life, see Marilyn Brown, “Three Generations of Artists,” Woman’s Art Journal 4, no. 1 (Spring-Summer 1983): 1–2. Emily Mason Kahn, Alice Trumbull Mason’s daughter, maintains extensive archives about her mother and the Trumbull family in her studio. ↩

    	The return date of the family’s trip to Italy is often given as 1922, but ship manifests prove they returned March 20, 1923. See Mason’s sketchbooks from these early travels and particularly her “History of Art” notebook, Alice Trumbull Mason papers, Archives of American Art, Smithsonian Institution, reel 629:1068-1123. ↩

    	Arshile Gorky apparently only attended one class with Hawthorne, who referred him to the Grand Central School of Art. See Michael R. Taylor, “Learning from ‘Papa Cézanne’: Arshile Gorky and the (Self-)Invention of Modern Art,” in Cézanne and Beyond (Philadelphia, PA and New Haven: Philadelphia Museum of Art; In Association with Yale University Press, 2009), 558, n. 21. Inside one of Mason’s sketchbooks from her time at the National Academy, there is an envelope addressed to her on the Grand Central School of Art’s stationery. The postmark is February 6, 1928 (Gorky taught there from 1925 until 1931). See sketchbook, circa 1925-28, Alice Trumbull Mason papers, Archives of American Art, Smithsonian Institution, reel 629:1287. ↩

    	There is some discrepancy in scholarship about when Mason began working at Atelier 17. Marilyn Brown says that she began working there in 1944. But, Mason’s first prints were executed in 1945. Mason’s daughter confirmed her mother did not work at Atelier 17 at the New School, so she must have been in the first group to work at the new Eighth Street loft. See Brown, Two Generations, 15; Emily Mason Kahn, interview by author, February 6, 2013. ↩

    	Calapai’s loaned press has often been described as an etching press, but it was a Washington-style hand press by Hoe and Company. The press is pictured in John D. Schiff’s 1954 photograph of Mason working on the press across from the title page of Una Johnson, Alice Trumbull Mason: Etchings and Woodcuts (New York: Taplinger, 1985), and also on 11. Emily Mason Kahn confirmed that the Schiff photo was taken in her mother’s uptown studio in an email to Christina Weyl, January 5, 2017. ↩

    

    
     
    
    
        
    
    
        
    
    59.  Agnes Karlin Mills

    

    
    [image: Unidentified photographer, portrait of Agnes Mills, ca. 1948. Agnes Mills papers, 1948-1999, bulk 1974-1993. Archives of American Art, Smithsonian Institution.]Unidentified photographer, portrait of Agnes Mills, ca. 1948. Agnes Mills papers, 1948-1999, bulk 1974-1993. Archives of American Art, Smithsonian Institution.
    
    

    
    [image: Agnes Karlin Mills, Scenario. Courtesy Margret Mills-Tysen.]Agnes Karlin Mills, Scenario. Courtesy Margret Mills-Tysen.
    
    

    
    [image: Agnes Karlin Mills, Celebration. Courtesy Margret Mills-Tysen.]Agnes Karlin Mills, Celebration. Courtesy Margret Mills-Tysen.
    
    
    
    
    	Life Dates
    	1915-2008
    

    
    	Place of Birth
    	Brooklyn, NY, USA
    

    
    	Place of Death
    	Santa Rosa, CA, USA
    

    
    	Birth Name
    	Agnes Karlin
    

    
    

    Agnes Karlin was the eldest child born in Brooklyn, New York, to Herman and Celia Karlin, who had both fled Russia to escape religious persecution. In 1931, she enrolled in the Woman’s Art School at the Cooper Union and completed a degree in Pictorial Design in June 1935.1 Immediately after graduating, she was hired to work on the Index of American Design, a project supported by the Works Progress Administration.2 After the Index, she worked in other WPA-FAP-sponsored programs like the easel and mural divisions and had exposure to its Design Laboratory—a school modeled on the Bauhaus—and screen printing under instruction from Anthony Velonis.3 In 1936, she married Saul Mills (1910-1988), a newspaper reporter who became an important labor organizer and eventually secretary-treasurer of the New York CIO Council.4 Agnes Mills largely put her art career on hold while the couple’s two daughters—born in 1942 and 1946—were young. In her autobiographical writings, Mills recalls working at Atelier 17’s “wonderful Eighth Street workshop” and learning the “magic of viscosity printing.”5 No prints from this period have survived, and it is likely Mills was only briefly at Atelier 17. Yet she made important connections there, which shaped the direction of her career. In addition to Atelier 17, Mills had some previous experience in printmaking with Velonis and though private study with Elizabeth Olds and Harry Gottlieb. She returned to printmaking during the 1970s, working in the Queens-based printmaking studio of Atelier 17 alumna Ruth Leaf and traveling to Paris to study with Krishna Reddy at Atelier 17’s Paris workshop. Through Leaf, she joined a network of printmakers active on Long Island (the Millses had moved to Great Neck around 1958), becoming a longtime member of the mostly female-operated cooperative gallery in Port Arthur called The Graphic Eye and joining the Great Neck Printmakers.6 Around this time, she also became artist-in-residence for modern choreographer Alwin Nikolais, a position that lasted for approximately fifteen years, and observed rehearsals for several other contemporary dance troupes. Her prints from this period, created using Atelier 17’s color viscosity technique or a proprietary color-copy process she termed Millagraphs, capture the movement and rhythm of dance.7

    
    Archives

    Agnes Mills papers, 1948-1999, bulk 1974-1993, Archives of American Art/Smithsonian Institution.

    
    
    Notes

    

    
    	Brenda Ferebee, registrar at Cooper Union, confirmed Agnes Karlin’s attendance records, email to Christina Weyl, May 10, 2017. ↩

    	The National Gallery of Art, Washington, DC, which holds the archives for the Index of American Design, has seven of Agnes Karlin’s drawings. ↩

    	Agnes Mills, “Reminiscences of the W.P.A. Artists Project,” ca. 1980s, Agnes Mills papers, 1948-1999, bulk 1974-1993, series 3, Archives of American Art/Smithsonian Institution [henceforth AMP]. Mills notes in this document that she made probably ten or more screenprints of Coney Island but was unsure what happened to them. ↩

    	Saul Mills’s papers are located at the Tamiment Library and Robert F. Wagner Labor Archive, New York University, WAG.075. Box 1, folders 4-7 contain letters between Saul Mills and Agnes Karlin written during their courtship and marriage. ↩

    	Mills, “Reminiscences of the W.P.A. Artists Project,” AMP. ↩

    	For more about The Graphic Eye, “New Co-Op Gallery Opens,” New York Times, November 17, 1974, 145. See also “Great Neck Printmakers Art Exhibit,” March 15-April 22, 1982, AMP. ↩

    	Folder 3 in AMP includes several artist’s statements and a credo. ↩

    

    
     
    
    
        
    
    
        
    
    60.  Frances Mitchell

    

    
    [image: Unidentified photographer, Fun for Funds, Art Students League, New York, 1943. Helen DeMott papers, 1896-1997. Archives of American Art, Smithsonian Institution.]Unidentified photographer, Fun for Funds, Art Students League, New York, 1943. Helen DeMott papers, 1896-1997. Archives of American Art, Smithsonian Institution.
    
    

    
    [image: Frances Mitchell, End of the World, 1946. Etching, soft-ground etching, aquatint and engraving, plate: 13 7/8 x 9 ¾ in. (35.2 x 24.8 cm); sheet: 17 7/8 x 13 1/8 in. (45.4 x 33.3 cm). Philadelphia Museum of Art, Print Club of Philadelphia Permanent Collection, 1946 1946-35-30.]Frances Mitchell, End of the World, 1946. Etching, soft-ground etching, aquatint and engraving, plate: 13 7/8 x 9 ¾ in. (35.2 x 24.8 cm); sheet: 17 7/8 x 13 1/8 in. (45.4 x 33.3 cm). Philadelphia Museum of Art, Print Club of Philadelphia Permanent Collection, 1946 1946-35-30.
    
    

    
    [image: Frances Mitchell, End of the World, 1946. Etching, soft-ground etching, aquatint and engraving, plate: 13 7/8 x 9 ¾ in. (35.2 x 24.8 cm); sheet: 17 7/8 x 13 1/8 in. (45.4 x 33.3 cm). British Museum, Gift of Désirée Hayter, 2012,7025.31. © Frances Mitchell. Photo courtesy of the Trustees of the British Museum.]Frances Mitchell, End of the World, 1946. Etching, soft-ground etching, aquatint and engraving, plate: 13 7/8 x 9 ¾ in. (35.2 x 24.8 cm); sheet: 17 7/8 x 13 1/8 in. (45.4 x 33.3 cm). British Museum, Gift of Désirée Hayter, 2012,7025.31. © Frances Mitchell. Photo courtesy of the Trustees of the British Museum.
    
    
    
    
    	Life Dates
    	1914-1976
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Frances Mitchell
    

    
    

    Frances Mitchell was born on June 17, 1914 in New York City.1 Her parents, both immigrants from Russia, moved the family to Bridgeport, Connecticut, by 1925 where her father opened the factory for Mitchell Brothers, Inc., maker of women’s underwear.2 She attended high school locally at Warren Harding High School and, by 1940, she was working for the family business as a designer. In late 1941, Mitchell began attending classes at the Art Students League, studying with a variety of instructors—Robert Brackman, George Grosz, Jon Corbino, Alexander Brook, Cameron Booth, Reginald Marsh, Robert Ward Johnson, Harry Sternberg, and Ossip Zadakine—through the beginning of 1945.3 Around this time, she began working at Atelier 17, and she exhibited an apocalyptically titled aquatint, End of the World, in the studio’s 1947 show at the Leicester Galleries, which features a gnarled tree. Further information about Mitchell’s later life is sparse. According to records at the Art Students League, she enrolled in classes in 1966 while living at 666 West End Avenue in New York City.

    
    Notes

    

    
    	Disambiguation: Frances Mitchell is often confused with Frances Mitchell Wardin (1888-1983) who was born in Topeka, Kansas and worked as an artist for the WPA in Kansas. ↩

    	Notice of the factory’s opening appeared in “New Factory for Women’s Wear in West End Plant,” The Bridgeport Telegram, March 18, 1925, 8. Biographical information throughout courtesy of census records: 1920: Manhattan Assembly District 19, New York, New York; Roll: T625_1220; Page: 6A; Enumeration District: 1313; Image: 848; 1930: Bridgeport, Fairfield, Connecticut; Roll: 256; Page: 2A; Enumeration District: 0057; Image: 5.0; FHL microfilm: 2339991; 1940: Bridgeport, Fairfield, Connecticut; Roll: T627_532; Page: 6B; Enumeration District: 9-100. ↩

    	Student registration card, Art Students League of New York. ↩

    

    
     
    
    
        
    
    
        
    
    61.  Norma Morgan

    

    
    [image: Geoffrey Clements, Norma Morgan, 1966. American Federation of Arts records, 1895-1993, bulk 1909-1969. Archives of American Art, Smithsonian Institution.]Geoffrey Clements, Norma Morgan, 1966. American Federation of Arts records, 1895-1993, bulk 1909-1969. Archives of American Art, Smithsonian Institution.
    
    

    
    [image: Norma Morgan, Turning Forms, 1950. Color engraving and aquatint on wove paper, plate: 6 x 3 ¾ in. (15.2 x 9.5 cm); sheet: 9 x 5 7/8 in. (22.9 x 14.9 cm). National Gallery of Art, Washington, D.C. Ailsa Mellon Bruce Fund, 2010.134.1.]Norma Morgan, Turning Forms, 1950. Color engraving and aquatint on wove paper, plate: 6 x 3 ¾ in. (15.2 x 9.5 cm); sheet: 9 x 5 7/8 in. (22.9 x 14.9 cm). National Gallery of Art, Washington, D.C. Ailsa Mellon Bruce Fund, 2010.134.1.
    
    
    
    
    	Life Dates
    	1928-unknown
    

    
    	Place of Birth
    	New Haven, CT, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Norma Gloria Morgan
    

    
    

    Norma Morgan was born in New Haven, Connecticut. After graduating from high school, she attended the Art Students League and also took classes with Hans Hofmann.1 Around 1950 she became a member of Atelier 17 and is one of two known female African Americans, along with Evangeline St. Claire. Her engraving Turning Forms shows the studio’s impact on her style and technique. Dense and deeply engraved lines fill the abstract composition, which is punctuated by areas of scorper relief and highlights from red and yellow stencil. Morgan specialized in the graphic arts throughout her career and had a particular affinity for engraving, which she explained in an interview for the members’ newsletter of the Society of American Graphic Artists (SAGA): “I always painted slowly, so engraving seemed like a solution for me. I engrave from my sketches and my imagination. My work has always been a combination of both sources. You have to be patient to engrave. My fingers got sore.” Morgan participated in Atelier 17’s exhibitions at Grace Borgenicht Gallery (1951) and Peretz Johnnes Gallery (1952). A year after joining Atelier 17, she won a one-year fellowship from the John Hay Whitney Foundation for study abroad in England and Scotland. Prints made during this fellowship period and just afterward represent a major shift in her style. Instead of abstraction, she now concentrated on landscape and representing the moors of the Scottish Highlands. Morgan managed to fill these plates with an enormous variety of textures and tonal variation. In the same SAGA interview, she explained, “Engraving is appropriate for doing rocks, cliffs and trees … I am especially attracted by erosion and objects affected by it.”2 Morgan wanted her art to speak to all audiences, and her focus on landscape and natural subject matter was part of an effort to appeal broadly.3 Morgan exhibited her work extensively, and she received a grant from the Louis Comfort Tiffany Foundation in 1962.4 Eventually, Morgan maintained a studio in New York’s Catskills region, where she continued to practice and care for her elderly mother.5
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    Notes

    

    
    	Information about Morgan’s education taken from Ten Negro Artists from the United States: First World Festival of Negro Arts (Dakar, Senegal: October House, 1966). Despite reference to study at the Art Students League of New York, the school does not have a student registration card for Morgan. ↩

    	E. Exler, “Norma Morgan: Romanticism and Printmaking,” Sagaletter (Autumn 1990): 5. ↩

    	Nico Slate, The Prism of Race: W. E. B. Du Bois, Langston Hughes, Paul Robeson, and the Colored World of Cedric Dover (New York: Palgrave Macmillan, 2014), 129–30. ↩

    	Ten Negro Artists, 1966. ↩

    	Pamela Conacher, “The Highlands in New York City,” April 21, 2009, http://northings.com. ↩

    

    
     
    
    
        
    
    
        
    
    62.  Jean Morrison Becker

    

    
    [image: Martin Harris, photograph of Jean Morrison at the press at Atelier 17, ca. 1947. Martin Harris Collection, Special and Area Studies Collections, George A. Smathers Libraries, University of Florida, Gainesville, Florida. Courtesy estate of Martin Harris.]Martin Harris, photograph of Jean Morrison at the press at Atelier 17, ca. 1947. Martin Harris Collection, Special and Area Studies Collections, George A. Smathers Libraries, University of Florida, Gainesville, Florida. Courtesy estate of Martin Harris.
    
    

    
    [image: Fred Becker, photograph of Jean Morrison on her honeymoon in Mexico, 1949. Courtesy Carla Becker.]Fred Becker, photograph of Jean Morrison on her honeymoon in Mexico, 1949. Courtesy Carla Becker.
    
    

    
    [image: Jean Morrison, Crystaline Head, 1947. Engraving, plate: 6 7/8 x 5 ½ in. (17.5 x 14 cm); sheet: 11 5/8 x 9 ¼ in. (29.5 x 23.5 cm). Courtesy Carla Becker and Dolan/Maxwell, Philadephia]Jean Morrison, Crystaline Head, 1947. Engraving, plate: 6 7/8 x 5 ½ in. (17.5 x 14 cm); sheet: 11 5/8 x 9 ¼ in. (29.5 x 23.5 cm). Courtesy Carla Becker and Dolan/Maxwell, Philadephia
    
    
    
    
    	Life Dates
    	1917-1995
    

    
    	Place of Birth
    	Cranford, NJ, USA
    

    
    	Place of Death
    	Amherst, MA, USA
    

    
    	Birth Name
    	Jean Morrison
    

    
    

    Born in Cranford, New Jersey, Jean Morrison was the middle child and only daughter of Samuel and Viola Morrison. Morrison graduated from the Vail-Dean School, a private secondary school in Elizabeth, New Jersey, and matriculated to Sarah Lawrence College, where she was enrolled between 1935 and 1938.1 There, she studied the performing and visual arts, the latter under the tutelage of Kurt Roesch.2 It was with Roesch that Morrison became fascinated with the interplay between color and line, almost at the exclusion of subject matter.3 After leaving Sarah Lawrence (she completed her bachelor’s degree in 1973), Morrison became involved in the arts scene in New York City, exhibiting at the Riverside Museum with the “Bombshell” group and organizing the “Heterous” group which showed at the Pinacotheca Gallery.4 In 1941, she spent a summer at the Colorado Springs Fine Art Center and, upon her return to the east coast, taught at the Neighborhood Settlement House in Newark, New Jersey. With America’s entry into World War II, Morrison departed in 1943 for Europe, volunteering for the American Red Cross in England and Germany. After VE Day, Morrison spent some months trying to secure art instruction in Paris—pluckily visiting Gertrude Stein without prior appointment—and also enrolled at the Slade School of Fine Art, returning to the United States in February 1946.5 Whether through Roesch or another connection, Morrison began renting a studio space in a building on 119^th^ Street and Lexington Avenue where Alice Trumbull Mason, another Atelier 17 member, had her studio. It was likely Mason or one of the building’s other studio renters—Carl Holty, Andre Racz, or Harry Hoen—encouraged Morrison to visit Atelier 17, which she did later in 1946.6 There, she used various intaglio processes to expand her work in abstraction, and her prints from this period combine human forms and architectonic structures. One such print was a pared-down, linear portrait of Fred Becker (1913-2004), an early member of Atelier 17 and trusted “right hand man” to Hayter in the development of simultaneous color printing. Morrison and Becker married in 1949 in St. Louis, where he had taken a job establishing the printmaking program at Washington University. Painting and drawing were always Morrison’s primary focus, and she actively showed this work in galleries in New York City and later in St. Louis. Morrison only produced a handful of prints, which she exhibited on a more limited scale. For many years, Morrison taught painting and design in the continuing education division of Washington University. She and Becker moved in 1968 to Amherst, Massachusetts, and Morrison grew more involved with activism, working at the Everywoman’s Center (now the Center For Women & Community) at the University of Massachusetts, Amherst, and becoming a member of the Amherst Public Art Commission.
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    Notes

    

    
    	Published biographies and even Morrison’s own CV inaccurately date her attendance at Sarah Lawrence to 1938–41. The registrar’s records show she enrolled from September 1935 to May 1938, earning a two-year degree in 1937 and staying on for 1937–38 as a “special student.” ↩

    	Kurt Roesch became affiliated with Atelier 17 shortly after Morrison left Sarah Lawrence. Interestingly, he made introductions for many other, promising Sarah Lawrence students to attend Atelier 17 and was instrumental in getting Cynthia Brants there in the mid-1940s, inaugurating years of printmaking work. ↩

    	Grace Glueck, “Jean Morrison Becker, 1917-1994,” The Massachusetts Review XLV, no. 4 (Winter 2004): 665–72. ↩

    	Jean Morrison Becker, curriculum vitae, ca. 1992, courtesy Carla Becker. ↩

    	Morrison showed up at Gertrude Stein’s door without invitation (she merely looked up her address in the phone directory). In a letter home to her parents, Morrison wrote: “I found myself in her library discussing the problems the G.I. are facing on their return to the states. Eventually working up to my problem of painting in Paris as a civilian, she suggested that I get a job as a part time domestic and study the rest of the time. I must look a lot worse than I thought I did in this uniform. Anyway I told her I was sure there was an easier way out. She didn’t suggest as I hoped she would that Picasso was looking for students and would be glad to instruct them in exchange for cigarettes. If only Picasso spoke English we might be able to come to terms.” Jean Morrison to Samuel Morrison, December 14, 1945, courtesy Carla Becker. ↩

    	According to Mason’s daughter, Emily Mason Kahn, the studio space was on the top of a garage that covered the entire block. The space was divided into three studios, and Mason’s studio shared a telephone line with the next-door studio by means of a small cutout in the wall. In 1947, Joan Miró sublet this adjoining studio from Carl Holty in order to work on his mural for the Terrance Plaza Hotel in Cincinnati, and Mason was able to peek in to see Miró’s progress. Andre Racz and Harry Hoen—and likely others—also rented studios in this building. ↩

    

    
     
    
    
        
    
    
        
    
    63.  Henriette Waters Mueller

    

    
    [image: Unidentified photographer, Ilya Bolotowski, James Boyle, a and Henrietta Mueller at the University of Wyoming, Laramie. Courtesy Christopher B. Mueller]Unidentified photographer, Ilya Bolotowski, James Boyle, a and Henrietta Mueller at the University of Wyoming, Laramie. Courtesy Christopher B. Mueller
    
    

    
    [image: Henriette Waters Mueller, Atavic Guardians, 1951. Serigraph, 12 1/8 x 20 7/8 in. (30.8 x 53 cm). The Nelson-Atkins Museum of Art, Kansas City, Missouri. Gift of the Mid-Atlantic Artists Association, 56-47. Photo courtesy Nelson-Atkins Media Services. Art courtesy Christopher B. Mueller]Henriette Waters Mueller, Atavic Guardians, 1951. Serigraph, 12 1/8 x 20 7/8 in. (30.8 x 53 cm). The Nelson-Atkins Museum of Art, Kansas City, Missouri. Gift of the Mid-Atlantic Artists Association, 56-47. Photo courtesy Nelson-Atkins Media Services. Art courtesy Christopher B. Mueller
    
    
    
    
    	Life Dates
    	1915-2009
    

    
    	Place of Birth
    	Glen Osborne, PA
    

    
    	Place of Death
    	Boulder, CO, USA
    

    
    	Birth Name
    	Henriette Waters
    

    
    

    Henriette Waters was born in Glen Osborne, Pennsylvania, a small borough on the Allegheny River just outside of Pittsburgh. Her family eventually settled in Chicago by way of Buffalo, New York, where her father was an electrical engineer. She attended Northwestern University (1933-36) and also studied at the School of the Art Institute of Chicago with a concentration in printmaking. After graduating, she joined the faculty at Colby Junior College (now Colby-Sawyer College) in New London, Connecticut, and there she met her future husband Werner Mueller (1903-1999), fellow faculty in the foreign language department and scholar of German and classical literature.1 The couple married in June 1940, and ultimately settled at the University of Wyoming, Laramie, where he earned a faculty appointment.2 Although she was eminently qualified, Henrietta Mueller could never hold a full-time position at the university because of an institutional nepotism clause.3 Instead, she pursued coursework—earning a masters degree in art in August 1948 and a masters in education in May 1960—and taught courses periodically. Nevertheless, she was very involved in university’s art department, which was bustling hub of modernist education during the 1940s and 1950s with eminent artists like Ilya Bolotowsky and Ad Reinhart teaching there. She and Worden Day became friends during the time Day held the position of assistant professor between 1949 and 1952.4 Perhaps through Day’s encouragement, Mueller began entering her artwork into national competitions and, through the 1950s, she built an extensive list of participation in group print exhibitions (annuals at the Brooklyn Museum, Philadelphia Print Club, Northwest Printmakers, American Color Print Society).5 Her work was always abstract and, like Day’s, references features of the American West’s landscape. In 1950, she also had a painting titled The Land of Unlikeness accepted into the Metropolitan Museum of Art’s nationally competitive American Painting Today (Day, too, won entry for a painting).6 In June 1952, Mueller came to New York City—while her husband and two sons vacationed in Maine—to pursue study at Atelier 17. Living with Day at her studio at 500 West Broadway, she produced a finished print in just four weeks that was included in Atelier 17’s group show at the Highfield Gallery in Falmouth, Massachusetts.7 She and her husband remained lifelong residents of Laramie, and she continued to practice painting and printmaking. In 1960, she had a solo show at Mills Gallery in New York City, and other exhibitions followed at Hassel-Haeseber Gallery, Denver, and One West, Ft. Collins, Colorado.8 During the 1990s, she participated in one of Helen Frankenthaler’s master classes at the Santa Fe Art Institute and also explored monoprinting at Hand Graphics, a local Santa Fe printmaking studio.

    
    Notes

    

    
    	Werner Mueller emigrated from Germany in 1928 after earning his doctorate at Koenigsberg University. “Dr. Mueller Here to Begin Duties in U.W. Department,” Laramie Daily Bulletin, September 20, 1946. Courtesy American Heritage Center, University of Wyoming. ↩

    	“Henrietta Waters to Be Bride of Dr. W. Mueller,” Chicago Tribune, April 7, 1940, 129; “Marriage Licenses,” Arlington Heights Herald, June 21, 1940, 11. ↩

    	Christopher Mueller (the artist’s son), phone conversation with Christina Weyl, May 18, 2017. Unless otherwise cited, biographical information about Mueller comes from this conversation. ↩

    	Mueller’s son remembers visiting Day’s studio, which he recalls was on a farm just west of Laramie. The studio was an out-building for seasonal farm help and was barely habitable, though it did have a gas heater. Christopher Mueller, phone conversation with Christina Weyl, May 18, 2017. ↩

    	Mueller often exhibited under Riette or Rhys Mueller. ↩

    	See entry under Rhys Waters Mueller in Francis Henry Taylor, ed., American Painting Today, 1950: A National Competitive Exhibition (New York: The Metropolitan Museum of Art, 1950). Day showed The Wanderer. ↩

    	See her name in list of exhibitors under “Falmouth—Cape Cod” in student ledger book, p. 67, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	George Dennison, “Henriette Mueller,” Arts 34, no. 7 (April 1960): 63. ↩

    

    
     
    
    
        
    
    
        
    
    64.  Barbara Neustadt

    

    
    [image: Barbara Neustadt painting in her New York studio, 1956. Reproduced from The Work of Barbara Neustadt, 1993, p. 51.]Barbara Neustadt painting in her New York studio, 1956. Reproduced from The Work of Barbara Neustadt, 1993, p. 51.
    
    

    
    [image: Barbara Neustadt, Chevalier de la Mort, 1953. Etching, engraving, aquatint, and open bite etching; printed in black (intaglio), sheet: 13 15/16 x 9 5/8 in. (35.4 x 24.4 cm); plate: 9 x 7 3/8 in. (22.9 x 18.8 cm. The Baltimore Museum of Art: Gift of Charles M. and Susan Alyson Young, Portland, Connecticut, BMA 2009.19]Barbara Neustadt, Chevalier de la Mort, 1953. Etching, engraving, aquatint, and open bite etching; printed in black (intaglio), sheet: 13 15/16 x 9 5/8 in. (35.4 x 24.4 cm); plate: 9 x 7 3/8 in. (22.9 x 18.8 cm. The Baltimore Museum of Art: Gift of Charles M. and Susan Alyson Young, Portland, Connecticut, BMA 2009.19
    
    
    
    
    	Life Dates
    	1922-1998
    

    
    	Place of Birth
    	Davenport, IA, USA
    

    
    	Place of Death
    	Bradenton Beach, FL, USA
    

    
    	Birth Name
    	Barbara Neustadt
    

    
    

    Barbara Neustadt was born in Davenport, Iowa, the only child of Cora and David Neustadt, who worked as a menswear retailer.1 The family moved periodically, and she spent her early childhood in New York City and later in Decatur, Illinois, before going to high school at the National Cathedral School in Washington, DC. She matriculated to Smith College, where she majored in art history in 1944.2 Back in the Midwest, Neustadt pursued a career in advertising while also taking classes at the School of the Art Institute (1945-46), the American Academy of Art (1945-46), and University of Chicago (1947-48). Eventually, she decided to dedicate herself to painting, entering canvases to the Ohio Valley Oil and Water Color Shows. Filing for divorce in 1951 from her first husband precipitated several positive developments in Neustadt’s professional life. After a winter in California and accepted entries into two west coast group shows, Neustadt returned to the Midwest to take classes with Ben Shahn and Arnold Blanch at the School of Fine Arts in Athens, Ohio. Blanch arranged for a scholarship to the Woodstock Art Students League in Woodstock, New York, in summer 1952, and it is there Neustadt first had access to the graphic arts and fell in love with lithography. After the summer, she moved down to New York City and immersed herself in the local printmaking community. She worked at Robert Blackburn’s lithography workshop and The Contemporaries, Margaret Lowengrund’s workshop. Sometime before Atelier 17 closed in 1955, she also tried her hand at intaglio printmaking, working with Leo Katz.3 Although the catalogue raisonné of her prints suggests otherwise, it is most likely that she created and printed Chevalier de la Morte (1953) at Atelier 17, a print that earned her an honorable mention commendation at the Society of American Graphic Artists’ thirty-eighth Annual in 1954.4 Throughout her lifetime, she devoted her creative energies to printmaking, not only working individually on her own editions but also encouraging other artists by founding the Studio Graphics Workshop in 1967 in Woodstock, New York, and later Pleiades Press in 1980 in Bradenton, Florida.
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    Notes

    

    
    	Biographical information comes from Kay Kipling, The Work of Barbara Neustadt (Florida: Pleiades Press, 1993). ↩

    	According to Smith College’s registrar’s office, Neustadt accelerated her coursework—which students could do during the war—and received her degree in December 1943, though she is part of the Class of 1944. Patricia Albertson, Office of the Registrar, Smith College, email to Christina Weyl, May 2, 2017. ↩

    	In a self-written text, “Commentary on Process” in her monograph, Neustadt says she worked with Alex Katz at Atelier 17. Clearly she meant Leo Katz. Kipling, The Work of Barbara Neustadt, 33. ↩

    	The entry for Chevalier de la Morte (No. 49) suggests the print was done at The Contemporaries, not Atelier 17. It is possible Joyous Procession (No. 51) was also done at Atelier 17, but the next sequential print, Beggar’s Song (No. 50) was not completed until 1956, long after Atelier 17 closed. See Kipling, The Work of Barbara Neustadt, 58. ↩

    

    
     
    
    
        
    
    
        
    
    65.  Louise Nevelson

    

    
    [image: Unidentified photographer, Louise Nevelson, ca. 1954. Reproduced in Ceramic Age 65, no. 2 (August 1954), p. 49.]Unidentified photographer, Louise Nevelson, ca. 1954. Reproduced in Ceramic Age 65, no. 2 (August 1954), p. 49.
    
    

    
    [image: Louise Nevelson, Girl, 1953. Etching and aquatint, plate: 19 5/8 x 15 7/8 in. (49.8 x 40.3 cm), sheet: 23 5/8 x 20 in. (60 x 50.8 cm). The Baltimore Museum of Art, purchased in Memory of Lee Baker by a Group of Friends, BMA 1972.87. © 2019 Estate of Louise Nevelson / Artists Rights Society (ARS), New York.]Louise Nevelson, Girl, 1953. Etching and aquatint, plate: 19 5/8 x 15 7/8 in. (49.8 x 40.3 cm), sheet: 23 5/8 x 20 in. (60 x 50.8 cm). The Baltimore Museum of Art, purchased in Memory of Lee Baker by a Group of Friends, BMA 1972.87. © 2019 Estate of Louise Nevelson / Artists Rights Society (ARS), New York.
    
    
    
    
    	Life Dates
    	1899-1988
    

    
    	Place of Birth
    	Pereyaslav, Russia (now Ukraine)
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Leah Berliawsky
    

    
    

    Louise Berliawsky was born into a Jewish family from Ukraine who emigrated, under duress of anti-Semitic persecution and pogroms, to Rockland, Maine. From the age of six, she struggled to fit into the waspy New England community and always felt like an outsider. In 1920, the Berliawsky family arranged their twenty-year-old daughter’s marriage to Charles Nevelson, whom she met through the clerical job that she took in Rockland after completing high school. Although she had vowed never to marry, she realized marrying Nevelson would lift her out of Maine and bring her to New York City, where she could pursue her dream of becoming an artist while also being the wife of this wealthy Jewish businessman.

    Yet very early in her marriage, Nevelson realized she would not have the independence or freedom she desired because of her husband’s disapproving attitude. Nevelson’s parents held fairly progressive beliefs about women’s rights; as immigrants, they encouraged their children—regardless of sex—to seek opportunities in America that would not have been open to them as Jews living in Eastern Europe.1 In later interviews, Nevelson claimed that, prior their marriage, she and her husband discussed her ambitions to follow her creative dreams and agreed not to have children. Her plans were soon quashed by an unplanned pregnancy and by a husband who was unsupportive and even antagonistic about her art classes and singing lessons (she was, at this early stage, also interested in performing on stage). The 1920s were challenging for Nevelson: the once-vibrant and exuberant woman suffered from postpartum depression after her son’s birth in 1922 and then, feeling ill equipped for motherhood, largely delegated the responsibility of childrearing to nannies. Charles Nevelson’s financial fortunes also waned throughout the 1920s—a product of bad investments and the Depression—causing the couple to quarrel often and move to increasingly less glamorous quarters. But, she was able to dip her toes into the New York art world with Saturday classes in 1924 at the Art Students League with Anne Goldthwaite and later private lessons from the artist-couple Theresa Bernstein and William Meyerowitz. In the fall of 1929, she entered life class at the League with Kenneth Hayes Miller—Minna Citron, a future colleague at Atelier 17, was a classmate—and later Kimon Nicolaïdes’s afternoon sessions.2

    As a way to escape the pressures of her marriage and motherhood, Nevelson left her son Mike in Rockland in the care of her parents and made an extended visit to Europe, first to Munich in September 1931 where she studied with Hans Hofmann and later to Paris in summer 1932. Once back in New York, Nevelson built significant professional momentum throughout the 1930s. While continuing classes at the League with Hans Hofmann and George Grosz, Nevelson also found employment in the Works Progress Administration (WPA) as an art teacher, and she likely also participated in the sculpture division.

    Nevelson’s big break came slightly later when she met the art dealer Karl Nierendorf, a recent transplant from Germany. He offered to host her first solo exhibition in September 1941, which mainly consisted of her polychrome-painted WPA sculptures, and the show opened to mostly positive reviews. She would have six more exhibitions with Nirendorf before his death in 1947 terminated their partnership. The frequency of her shows, sometimes two in a year, and their (mostly) critical success gave Nevelson enormous confidence. Throughout her time on “the Project” in the 30s and into the 40s, most of her sculpture reflected the influence of cubism, seen clearly in the blocky, rotatable components of pieces like Moving Static-Moving Figures (ca. 1945, Whitney Museum of American Art). But she also used the early 40s to explore a new dimension of her creativity with surrealism, which had begun to infiltrate the New York art world as more and more European expatriate artists arrived and began to disseminate their work and ideas.

    Given her expanded interests and new network of colleagues, it is not surprising she sought out Hayter’s studio—known as a meeting place of exiled surrealists—just after having a hysterectomy in the spring of 1948. Although she did not immediately fall in love with printmaking, she returned to Atelier 17 four years later and completed twenty-nine new plates in rapid succession over the course of ten (nonconsecutive) months (September 1952 through May 1953 and briefly again in October 1954).3 By then in her early fifties, Nevelson had realized she would have to be far more aggressive about exhibiting her work publicly, if she wanted to continue building name recognition in the art world.4 Self-promotion aside, the introduction to making intaglio prints at Atelier 17 had major impacts on Nevelson’s progression as a sculptor.

    Her assertive plate preparation accelerated her shift toward painted wood sculpture, which she began making in earnest by the mid-1950s and which cemented her artistic reputation. The generously inked or painted surfaces of both the Atelier 17 plates and these wood sculptures offer a clear through line from printmaking to sculpture.5 Furthermore, building the textures of her plates through additive processes—layering soft ground, aquatint, and stop-out varnish—also contributed to her switch from modeling clay to a constructivist junk aesthetic for her sculptures, for which she glued or nailed scraps of wood into spatial arrangements. So formative were Nevelson’s Atelier 17 prints to this transition that she hung them on the walls surrounding a selection of wood sculpture and terra-cotta pieces (incised, of course) in Ancient Games, Ancient Places (1955), the first of several career-defining exhibitions at Grand Central Moderns Gallery.6

    
    Archives

    Louise Nevelson papers, circa 1903-1988, Archives of American Art, Smithsonian Institution, Washington, D.C.

    Laurie Lisle research material on Louise Nevelson, 1903–1989, Archives of American Art, Smithsonian Institution, Washington, D.C.
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    Notes

    

    
    	Biographical information about Nevelson for this paragraph comes from Laurie Wilson’s biography: Laurie Wilson, Louise Nevelson: Light and Shadow (New York: Thames & Hudson, 2016), 33, 36, 53, 58–59, 66. ↩

    	Student Registration card, Art Students League of New York. ↩

    	The chronology of her second stint at Atelier 17 can be dated using the student ledger book, Allentown Art Museum, The Grippe Collection. The trigger for her prolific output at Atelier 17 might have been her son Mike Nevelson’s departure in late October 1952 for what was supposed to be a multiyear trip to Brazil. Thanks to Laurie Wilson for this insight. ↩

    	Wilson, Louise Nevelson: Light and Shadow, 154–55; Louise Nevelson, Dawns + Dusks: Taped Conversations with Diana MacKown (New York: Scribner, 1976), 105. ↩

    	Dido Smith advocated that Nevelson first experimented with black paint in her etchings. Dido Smith, interview by Laurie Wilson, June 21, 1977, courtesy Laurie Wilson; Dido Smith, “Louise Nevelson,” Craft Horizons, June 1967, 75. ↩

    	The exhibition was originally titled Nevelson, Sculpture, Sculpture-Collages, Etchings. Wilson, Louise Nevelson: Light and Shadow, 162, 449n11. ↩

    

    
     
    
    
        
    
    
        
    
    66.  Alda F. Oertly

    

    
    [image: Senior class portrait of Alda Oertly in The Mortarboard, 1947, p. 97 Courtesy of the Barnard Archives and Special Collections]Senior class portrait of Alda Oertly in The Mortarboard, 1947, p. 97 Courtesy of the Barnard Archives and Special Collections
    
    

    
    [image: Alda Oertly, Deux Graces Conduisant un Taureau, 1943. Engraving and soft ground etching, plate: 5 x 6 15/16 in. (12.7 x 17.6 cm), sheet: 7 1/16 x 10 9/16 in. (17.9 x 26.8 cm). Metropolitan Museum of Art, New York. Gift of Elizabeth McFadden, 1983.1155.4.]Alda Oertly, Deux Graces Conduisant un Taureau, 1943. Engraving and soft ground etching, plate: 5 x 6 15/16 in. (12.7 x 17.6 cm), sheet: 7 1/16 x 10 9/16 in. (17.9 x 26.8 cm). Metropolitan Museum of Art, New York. Gift of Elizabeth McFadden, 1983.1155.4.
    
    

    
    [image: Alda Oertly, Anna livia plurabella, 1943. Engraving and soft ground etching, plate: 4 x 4 7/8 in. (10.2 x 12.4 cm); sheet: 8 1/16 x 10 ½ in. (20.5 x 26.7 cm). Metropolitan Museum of Art, New York. Gift of Elizabeth McFadden, 1983.1155.5.]Alda Oertly, Anna livia plurabella, 1943. Engraving and soft ground etching, plate: 4 x 4 7/8 in. (10.2 x 12.4 cm); sheet: 8 1/16 x 10 ½ in. (20.5 x 26.7 cm). Metropolitan Museum of Art, New York. Gift of Elizabeth McFadden, 1983.1155.5.
    
    
    
    
    	Life Dates
    	1905-1994
    

    
    	Place of Birth
    	Washington, DC, USA
    

    
    	Place of Death
    	Quechee, VT, USA
    

    
    	Birth Name
    	Alda Froelich
    

    
    

    Alda Froelich was born in Washington, D.C. During the late 1930s, she spent time in Paris learning the field of typography and design.1 Sometime in the mid-1930s, she married Walter F. Oertly, with whom she had two sons, Frederick and Nicholas. In 1940, she published under her married name, contributing a translation of Carl Jung’s article about Picasso to the Papers of the Analytical Psychology Club of New York City.2 While living in Norwalk, Connecticut, she attended Barnard College between 1943 and 1948, graduating cum laude with a major in English.3 During this period, she must have also joined Atelier 17 since Anne Ryan had two prints by Oertly in her portfolio of prints exchanged with other artists. Both are wonderful examples of surrealist automatism, reflecting both the strong influence of European expatriates on Atelier 17 at this moment and Oertly’s own interest in Jungian ideas. The first sentence of her graduating profile for Barnard’s yearbook, The Mortarboard, offers a tantalizing view of her creative perspective and the impact of Atelier 17: “Alda Oertly is an engraver by trade.” She had two children, Frederick and Nicholas, and continued living in Norwalk through at least 1970.4 Nothing further is known about Oertly’s life or artistic work.5

    
    Notes

    

    
    	Information courtesy Oertly’s senior profile in Barnard College’s yearbook The Mortarboard for 1948, p. 97. According to ship manifests, she made a visit to France in 1937 for an undetermined length of time. Ancestry.com, New York, Passenger and Crew Lists (including Castle Garden and Ellis Island), 1820-1957 (Provo, UT: Ancestry.com Operations, Inc., 2010). ↩

    	Carl G. Jung, “Picasso,” in Papers of the Analytical Psychology Club of New York City, trans. Alda F. Oertly (New York: Analytical Psychology Club, 1940). ↩

    	Attendance confirmed by Barnard College, Office of the Registrar, email to Christina Weyl, January 11, 2017. ↩

    	Oertly is mentioned in “Planning Committee FIghts Eight Subdivisions,” The Bridgeport Post, May 4, 1970, 44. The names of Oertly’s children are mentioned on her gravestone, courtesy Find A Grave. ↩

    	According to the Social Security Death Index, Oertly’s last known residence was in Quechee, Vermont, though she is buried in Nelson City, New Zealand (see above, courtesy Find A Grave). Ancestry.com, U.S., Social Security Death Index, 1935-2014 (Provo, UT: Ancestry.com Operations Inc, 2011). ↩

    

    
     
    
    
        
    
    
        
    
    67.  Lillian Orloff

    

    
    [image: Lillian Orloff (left) and Virginia La Bette (right) pose on the deck of their ship just before leaving New York. Courtesy Cleveland Plain Dealer, October 26, 1929, p. 32]Lillian Orloff (left) and Virginia La Bette (right) pose on the deck of their ship just before leaving New York. Courtesy Cleveland Plain Dealer, October 26, 1929, p. 32
    
    

    
    [image: Lillian Orloff, The Age of the Fish, undated. Oil on canvas, 20 x 24 in. Collection of the Akron Art Museum, Gift of Mr. Charles E. Schwartz 1947.62.]Lillian Orloff, The Age of the Fish, undated. Oil on canvas, 20 x 24 in. Collection of the Akron Art Museum, Gift of Mr. Charles E. Schwartz 1947.62.
    
    
    
    
    	Life Dates
    	1898-1957
    

    
    	Place of Birth
    	Cleveland, OH, USA
    

    
    	Place of Death
    	Cleveland, OH, USA
    

    
    	Birth Name
    	Lillian Orloff
    

    
    

    Lillian Orloff was born on May 27, 1898 in Cleveland, Ohio, the youngest of seven children.1 Her parents, Sarah and Abraham Orloff, were immigrants from Russia who operated a grocery store in Buffalo, New York, where the family lived (it is not known why Lillian was born in Cleveland).2 In any case, Lillian and her mother returned to Cleveland between 1910 and 1920 after her father died and her mother remarried to Meyer Schwiff. Beginning in 1921, Orloff attended the Cleveland Law School, which ran night courses at the Federal Courthouse in downtown Cleveland under the aegis of Baldwin-Wallace College, and she completed her law degree in 1924. For the next several years, Orloff practiced law in Cleveland as an assistant police prosecutor, but gave up the profession by the end of the decade.3 In late October 1929, she embarked on a three-month trip to Europe with friend Virginia La Bette. Upon her return to the United States in January 1930, it appears Orloff remained in New York City, now determined to become an artist. She studied fairly continuously at the Art Students League between 1932 and 1944, taking classes with a variety of instructors including Kenneth Hayes Miller, William Zorach, Thomas Hart Benton, Vaclav Vytlacil, Yasuo Kuniyoshi, and George Grosz, though Morris Kantor became her primary instructor by the late 1930s.4 Orloff also took advantage of the League’s printmaking program, consistently registering for courses with Harry Wickey, Harry Sternberg, and George Picken. Most importantly, her time at the League facilitated Orloff’s entrée into the circle of the Indian Space Painters, a group that originated at the school. The primary artists associated with Indian Space—Steve Wheeler, Peter Busa, Robert Barrell, and Will Barnet—sought to create an American-infused reaction to Europe’s modern art movements using “primitive” American Indian and pre-Columbian symbols.5 Orloff had her first duo show with Barrell in 1945 at Bertha Schaefer Gallery, and she also showed with the Indian Space group at Kenneth Beaudoin’s Gallery Neuf in a show called “Semeiology” (also known as “8 and a Totem Pole”) in the spring of 1946.6 Likely as a result of these shows, the Akron Art Institute acquired one of Orloff’s semi-abstract paintings, The Age of the Fish in 1947, and the Cleveland Museum of Art purchased another Wind Takes Rein in 1946.7 It is not known how or when Orloff came to Atelier 17, but she exhibited a relief etching called Bar Relief at the Laurel Gallery in 1949. This print and any others have not yet been located. The year before her death in 1957, Orloff had a solo show at Gallery Sixty-Two in New York and participated in two group shows at the Chase Gallery and The Collector’s Gallery, both based in New York. Orloff died on August 6, 1957 and is buried in Lake View Cemetery in Cleveland, Ohio.
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    Notes

    

    
    	Disambiguation: Lillian Orloff’s dates are commonly given as 1908-1957, which is incorrect. See, Peter Hastings Falk, ed., Who Was Who in American Art (Madison, CT: Sound View Press, 1985), 461. There was indeed another Lillian Orloff born in Ohio in 1908, but there is no indication that this Lillian was a practicing artist. A “Return of a Birth” record exists for a baby girl born May 24, 1898 to Sara and Abraham Orloff in Cleveland, Ohio. Many thanks to Kieth A. Peppers, Archivist & Historian at Baldwin Wallace University, for his tremendous help solving many mysteries surrounding Lillian Orloff. He pointed out the conflation between the two Lillian Orloffs living in Ohio and helped research her attendance records at Baldwin Wallace. ↩

    	Census records are helpful in documenting Orloff’s early family history: 1900: Buffalo Ward 8, Erie, New York; Page: 5; Enumeration District: 0063; FHL microfilm: 1241026; 1910: Ripley, Chautauqua, New York; Roll: T624_930; Page: 2A; Enumeration District: 0184; FHL microfilm: 1374943; 1920: Cleveland Ward 15, Cuyahoga, Ohio; Roll: T625_1367; Page: 10B; Enumeration District: 312; 1930: Cleveland, Cuyahoga, Ohio; Page: 26A; Enumeration District: 0498; FHL microfilm: 2341513. ↩

    	Kieth A. Peppers provided access to several articles in the local press: “Municipal Judges,” Cleveland Plain Dealer, November 5, 1923, 4; “Kitten Mews, Finds Mamma,” Cleveland Plain Dealer, August 22, 1926, 6; “Oasis in North Atlantic: These Young Ladies Went to Europe,” Cleveland Plain Dealer, October 26, 1929, 32. ↩

    	Student registration card, Art Students League of New York. ↩

    	For more about the Indian Space Painters, see Barbara Hollister and Sandra Kraskin, Indian Space: History and Iconography (New York: Baruch College Gallery, 1991); John Goodrich, “Sparkling in the Shadow of Ab-Ex,” Hyperallergic (blog), March 4, 2014. ↩

    	Judith Kaye Reed, “From Law to Art,” Art Digest 19 (May 15, 1945): 19; Kenneth Beaudoin, “Semeiology,” Inconograph, no. 1 (Spring 1946): 1–12. ↩

    	Notice of Orloff’s painting’s accession to the Akron Art Institute (now the Akron Art Museum) appeared in Peri Tucker, “Painting in Modern Style Is Presented to Institute,” The Akron Beacon Journal, July 6, 1947, 18. Both the Akron Art Museum and Cleveland Museum have small but helpful files about Orloff. ↩

    

    
     
    
    
        
    
    
        
    
    68.  Fayga Ostrower

    

    
    [image: Unidentified photographer, Fayga Ostrower in her atelier, Rio de Janeiro, 1958. Courtesy Fayga Ostrower Institut Collection]Unidentified photographer, Fayga Ostrower in her atelier, Rio de Janeiro, 1958. Courtesy Fayga Ostrower Institut Collection
    
    

    
    [image: Fayga Ostrower, 5501, 1955. Aquatint, engraving, and dry point, 16 ¾ x 24 5/8 in. (45.5 x 62.5 cm). Courtesy Fayga Ostrower Institut Collection]Fayga Ostrower, 5501, 1955. Aquatint, engraving, and dry point, 16 ¾ x 24 5/8 in. (45.5 x 62.5 cm). Courtesy Fayga Ostrower Institut Collection
    
    
    
    
    	Life Dates
    	1920-2001
    

    
    	Place of Birth
    	Łódź, Poland
    

    
    	Place of Death
    	Rio de Janeiro, Brazil
    

    
    	Birth Name
    	Fayga Krakowski
    

    
    

    Fayga Krakowski was born in Łódź, Poland to a Jewish family who fled to Brazil in 1934 to escape persecution from the Nazis.1 As she worked part-time to help support her family, she also began taking free art classes in 1939 at the Sociedade Brasileira de Belas in Rio de Janeiro. In 1941, she married fellow Polish émigré Heinz Ostrower who was then working at a local bookstore but eventually resumed his political activism for Marxism. By 1946, Ostrower enrolled in graphic arts courses at the Fundação Getulio Vargas, where she studied wood engraving with Axl Leskoschek and metal engraving with Carlos Oswald and Tomás Santa Rosa. Shortly thereafter, Ostrower earned several commissions to execute book illustrations (in linoleum cut), and her reputation grew within Brazil. Her work became increasingly abstract in the 1950s, and in 1955 she earned a Fulbright Scholarship to travel to New York. During this time, she studied graphic arts at the Brooklyn Museum Art School and at Atelier 17 before its closure in September 1955.2 Ostrower also had a solo show of her etchings, aquatints, and woodcuts at The Contemporaries, held May 9 to 28, 1955. After returning to Brazil, Ostrower continued to show her work widely within Latin America, the United States, and Europe.

    
    Archives

    Instituto Fayga Ostrower, Rio de Janeiro, Brazil

    
    
    Selected Bibliography

    Barata, Mário, Antônio Bento, Paulo Herkenhoff, Carlos Martins, and Murillo Mendes. Exposição retrospectiva de Fayga Ostrower: obra gráfica, 1944-1983. Rio de Janeiro: Sexante, 1983.

    Martins, Carlos, and Wilson Coutinho. Fayga Ostrower. Rio de Janeiro: Sextante, 2001.

    
    
    Notes

    

    
    	I wish to thank Silvia Dolinko, Universidad Nacional de San Martin, Buenos Aires, for bringing Ostrower to my attention. I also had the pleasure of meeting Carlos Martins, curator and scholar of Ostrower’s prints, in April 2019 at the University of São Paulo at a symposium sponsored by the Terra Foundation. ↩

    	Ostrower was not consistent about her attendance at Atelier 17. In an oral history with Brazilian scholar Maria Teresa Táyora, Ostrower denied she was at Atelier 17. Carlos Martins, however, has uncovered a letter written by Ostrower in 1955 to Jayme Mauricio and published in the Correio da Manhã, in which she states she was working at the Brooklyn Museum Art School and at Atelier 17. In Portuguese, the letter reads: “Estou trabalhando no Brooklyn Museum Art School em artes gráficas e também na técnica de esmaltar metais; fora isso, faço gravuras no Atelier 17, de William Hayter, onde encontrei uma turma bastante boa para trocar impressōes e estimular meu trabalho.” This letter was reprinted in Lilia Sampaio, “Arte, sentido de vida,” in Carlos Martins, Fayga Ostrower (Rio de Janeiro: Sexante, 2001), 166. ↩

    

    
     
    
    
        
    
    
        
    
    69.  Vevean Oviette

    

    
    [image: Unidentified photographer, Vevean Oviette ca. 1981. Reproduced in Vevean Oviette: Werke 1944-1980, Graz, Austria: Neue Galerie am Landesmuseum Joanneum, 1981.]Unidentified photographer, Vevean Oviette ca. 1981. Reproduced in Vevean Oviette: Werke 1944-1980, Graz, Austria: Neue Galerie am Landesmuseum Joanneum, 1981.
    
    

    
    [image: Vevean Oviette, Kopfstudie, 1949. Etching, plate: 9 13/16 x 7 15/16 in. (24.9 x 20.2 cm), Sheet: 12 13/16 x 9 5/16 in. (32.5 x 23.7 cm). Zimmerli Art Museum at Rutgers University, Gift of Dr. David and Ruth Robinson Eisenberg, 2006.0509. Photo by Peter Jacobs]Vevean Oviette, Kopfstudie, 1949. Etching, plate: 9 13/16 x 7 15/16 in. (24.9 x 20.2 cm), Sheet: 12 13/16 x 9 5/16 in. (32.5 x 23.7 cm). Zimmerli Art Museum at Rutgers University, Gift of Dr. David and Ruth Robinson Eisenberg, 2006.0509. Photo by Peter Jacobs
    
    

    
    [image: Vevean Oviette, Sitzendes Maedchen, 1949. Etching, image: 22.5 x 15 cm; sheet: 28.6 x 21.2 cm. National Gallery of Art, Washington, Gift of Reba and Dave Williams, 2008.115.3810.]Vevean Oviette, Sitzendes Maedchen, 1949. Etching, image: 22.5 x 15 cm; sheet: 28.6 x 21.2 cm. National Gallery of Art, Washington, Gift of Reba and Dave Williams, 2008.115.3810.
    
    
    
    
    	Life Dates
    	1902-1986
    

    
    	Place of Birth
    	Graz, Austria
    

    
    	Place of Death
    	Vienna, Austria
    

    
    	Birth Name
    	Emma Schwarzbauer
    

    
    

    Born in Graz, Austria, Vevean Oviette’s given name was Emma Schwarzbauer. She first traveled to the United States in 1923 and crossed the Atlantic several times during her twenties and early thirties, alternatively listing her professional affiliation as a creative one—singer or artist—or as a governess.1 By 1936, she changed her name to Vevean Oviette for unknown reasons—no marriage is known, and the artist never explained.2 It is at this point that her artistic activities increased substantially.3 Oviette studied at the Art Students League with George Bridgman (1938) and at the Franklin School of Fine and Applied Arts, New York (1938-40), using her training immediately thereafter as a newspaper illustrator in Dallas, Texas.4 Back in New York by 1942, Oviette pursued additional coursework at the Art Students League, enrolling in the Fashion Sketch Class—at points in her career, she worked as a fashion illustrator—and commercial design with Howard Trafton. After the war’s conclusion, Oviette shifted her focus to the fine arts and traveled to Paris to study with Fernand Léger, who remembered her quite clearly in a statement he gave for her first duo show at the Argent Gallery in 1948: “She deserves all your attention and care for she has a lot to say.”5 Upon her return to New York in 1946, she focused her energies on training in the graphic arts, pursuing instruction in lithography with Adja Yunkers at the New School for Social Research (ca. 1946-9), lithography and etching with Will Barnet at the League (1946), and engraving with Stanley William Hayter at Atelier 17. Although there are no specific dates for her association with Atelier 17, it is likely she was there towards the end of the decade given the dating of her known intaglio prints and participation in the studio’s group show at the Laurel Gallery (1949). As evidenced by prints like Kopfstudie (head study) and the reviews of her 1948 show at Argent Gallery, Oviette built her semi-abstract still lives, landscapes, and figure studies through line and tone.6 So excited was she by engraving that she actually voyaged to Paris to study with Hayter’s teacher, Josef Hecht, before his death in 1951. Oviette entered her prints into four Brooklyn Museum annuals (1949, 1950, 1952, 1955) and other regional exhibitions. Bertha Schaefer Gallery gave her a solo show in 1954, featuring works she had made during travels to Austria and the south of France. In the late 1950s, Oviette worked at Condé Nast as an illustrator for Vogue and taught at Parsons School of Design. Ultimately, she returned to the country of her birth—even though she had become a naturalized American citizen in 1945—and became a member of the Secession Graz.

    
    Archives

    Artist file, Museum of Modern Art, New York.

    
    
    Selected Bibliography

    “About Art and Artists.” New York Times, September 17, 1954.

    J. K. R. “Fantasies and Nudes.” Art Digest 22 (March 15, 1948): 23.

    Jungwirth, Kurt, Wilfried Skreiner, Werner Fenz, Richard Rubinig, Emil Breisach, Horst Gerhard Haberl, Dein Erhard Kargel, and Dein Lojen. Vevean Oviette: Werke 1944-1980. Graz, Austria: Neue Galerie am Landesmuseum Joanneum, 1981.

    L. C. “Vevean Oviette.” Art News 53 (October 1954): 59.

    Oviette: Paintings. New York: Bertha Schaefer Gallery, 1954.

    Skreiner, Wilfried. Vevean Oviette, Graphik. Graz, Austria: Neue Galerie am Landesmuseum Joanneum, 1967.

    
    
    Notes

    

    
    	Oviette’s petition for naturalization, dated March 5, 1942, is quite helpful in reconstructing her early travels. Petition for Naturalization, No. 415846, National Archives and Records Administration, Records of District Courts of the United States, 1685-2009, Record Group Number: RG 21. In a very strange coincidence, Oviette and the famed German-American art historian Erwin Panofsky were both passengers on the S. S. Lafayette arriving in New York on September 11, 1936. ↩

    	In the United States, the artist’s first name is often Anglicized as Vivian, while in German contexts it is spelled Vevean. ↩

    	The most comprehensive sources of information about Oviette’s career come from two museum catalogues: Wilfried Skreiner, Vevean Oviette, Graphik (Graz, Austria: Neue Galerie am Landesmuseum Joanneum, 1967); Kurt Jungwirth et al., Vevean Oviette: Werke 1944-1980 (Graz, Austria: Neue Galerie am Landesmuseum Joanneum, 1981). ↩

    	Student registration card, Art Students League of New York. ↩

    	Argent Gallery invitation to Vevean Oviette: Drawings, Gouaches, Pastels, March 1-13, 1948. Artist file, Museum of Modern Art, New York. ↩

    	J. K. R., “Fantasies and Nudes,” Art Digest 22 (March 15, 1948): 23. ↩

    

    
     
    
    
        
    
    
        
    
    70.  Irene Rice Pereira

    

    
    [image: Unidentified photographer, Irene Rice Pereira, ca. 1950. Papers of I. Rice Pereira, 1931-1981. Schlesinger Library, Radcliffe Institute, Harvard University.]Unidentified photographer, Irene Rice Pereira, ca. 1950. Papers of I. Rice Pereira, 1931-1981. Schlesinger Library, Radcliffe Institute, Harvard University.
    
    

    
    [image: Irene Rice Pereira, Omega from the portfolio 21 Etchings and Poems, ca. 1951-58. Etching and lift ground aquatint, sheet : 20 x 17 in.; images: 13 ¾ x 11 ¾ in. Davis Museum at Wellesley College, Wellesley, MA, Museum purchase, The Nancy Gray Sherrill, Class of 1954, Collection Acquisition Fund, 2007.155.16 Courtesy of Djelloul Marbrook, Estate of Irene Rice Pereira.]Irene Rice Pereira, Omega from the portfolio 21 Etchings and Poems, ca. 1951-58. Etching and lift ground aquatint, sheet : 20 x 17 in.; images: 13 ¾ x 11 ¾ in. Davis Museum at Wellesley College, Wellesley, MA, Museum purchase, The Nancy Gray Sherrill, Class of 1954, Collection Acquisition Fund, 2007.155.16 Courtesy of Djelloul Marbrook, Estate of Irene Rice Pereira.
    
    
    
    
    	Life Dates
    	1902-1971
    

    
    	Place of Birth
    	Chelsea, MA, USA
    

    
    	Place of Death
    	Marbella, Spain
    

    
    	Birth Name
    	Irene Rice
    

    
    

    The abstract painter, Irene Rice Pereira, was born in 1902 and was the eldest of Emmanuel and Hilda Rice’s four children.1 After her father’s early death in 1918, the Rice family moved from Massachusetts to Brooklyn, New York. During the late 1920s, she married the commercial artist Humberto Pereira, and she also studied at the Art Students League with Richard Lahey and Jan Matulka.2 The former’s classroom provided access to a stimulating network of other students interested in avant-garde expression, including future Atelier 17 member Dorothy Dehner.3 Pereira developed a robust career during the 1930s, 1940s, and 1950s and turned increasingly away from realism towards geometric paintings executed on layers of glass. Pereira’s involvement with Atelier 17 was limited to the print she contributed to 21 Etchings and Poems.4 Initiated by Peter Grippe, director of Atelier 17 from 1952 to 1954, the portfolio featured twenty-one intaglio prints which were collaborations between visual artists and poets. Pereira’s print accompanied a poem titled “Omega” written by her then-husband, the Irish poet George Reavey (1907-1976).5 The project was stalled for financial reasons and finally came out in 1960 through under the imprint of gallerist/publisher Morris Weisenthal.6 Pereira did not make many other prints in her lifetime; the only notable exception is her portfolio of screenprints called The Lapis which came out under the imprint of George Wittenborn in 1957.

    
    Archives

    Papers of I. Rice Pereira, 1931-1981, MC 867, Schlesinger Library, Radcliffe Institute, Harvard University, Cambridge, Mass. 

    
    
    Selected Bibliography

    Bearor, Karen A. Irene Rice Pereira: Her Paintings and Philosophy. Austin: University of Texas Press, 1993.

    ———. Irene Rice Pereira’s Early Work: Embarking on an Eastward Journey. Coral Gables, FL: Lowe Art Museum, University of Miami, 1994.

    
    
    Notes

    

    
    	For comprehensive analysis of Pereira’s life and career, see Karen A. Bearor’s publications: Irene Rice Pereira: Her Paintings and Philosophy (Austin: University of Texas Press, 1993); Irene Rice Pereira’s Early Work: Embarking on an Eastward Journey (Coral Gables, FL: Lowe Art Museum, University of Miami, 1994). ↩

    	Student registration cards, Art Students League of New York. ↩

    	Dorothy Dehner, “Memories of Jan Matulka,” in Jan Matulka, 1890-1972 (Washington, D.C.: Smithsonian Institution Press, 1980), 77–80. ↩

    	Bearor, Irene Rice Pereira, 286 n. 125. ↩

    	Reavey was Pereira’s third husband, and the marriage lasted from 1950 to 1955. Previous marriages to Humberto Pereira and George Wellington Brown ended in divorce. ↩

    	The Grippe Collection at the Allentown Art Museum includes extensive correspondence about 21 Etchings and Poems and Weisenthal’s involvement. ↩

    

    
     
    
    
        
    
    
        
    
    71.  Dolly Perutz

    

    
    [image: Unattributed photrapher, Dolly Perutz ca. 1940 Courtesy Kathrin Perutz]Unattributed photrapher, Dolly Perutz ca. 1940 Courtesy Kathrin Perutz
    
    

    
    [image: Dolly Perutz, untitled (seated nude), ca. 1945-49. Etching, plate: 13 15/16 x 9 13/16 in. (35.4 x 25 cm); sheet: 20 1/8 x 12 13/16 in. (51.1 x 32.5 cm). Whitney Museum of American Art, Gift of Kathrin Perutz, 2003.186. Courtesy Kathrin Perutz; digital image © Whitney Museum of American Art / Licensed by Scala / Art Resource, NY.]Dolly Perutz, untitled (seated nude), ca. 1945-49. Etching, plate: 13 15/16 x 9 13/16 in. (35.4 x 25 cm); sheet: 20 1/8 x 12 13/16 in. (51.1 x 32.5 cm). Whitney Museum of American Art, Gift of Kathrin Perutz, 2003.186. Courtesy Kathrin Perutz; digital image © Whitney Museum of American Art / Licensed by Scala / Art Resource, NY.
    
    
    
    
    	Life Dates
    	1908-1979
    

    
    	Place of Birth
    	Prague, Bohemia, Austro-Hungarian Empire (now Czechia)
    

    
    	Place of Death
    	Great Neck, NY, USA
    

    
    	Birth Name
    	Dolly Hellmann
    

    
    

    Born in Prague, Dolly Hellmann had a privileged childhood in a wealthy family who operated a textile mill in Beroun.1 She was tutored at home and never formally attended school, though her brothers and sister all went on to earn advanced degrees. In 1933, she married Konstantin “Tino” Perutz, the son of the operator of an Austro-American steamship line, and the young couple lived a glamorous life in the years before the German invasion. Forced to flee Nazi persecution, Perutz and her husband came to New York in September 1938—first settling in Forest Hills and later Kew Gardens, Queens, both heavily populated by European refugees—and welcomed their only daughter Kathrin in 1939. It is not clear how or where Perutz began her artistic training, but she was a pupil of the eastern European sculptor Bernard Reder (1897-1963) during the mid-1940s.0 In addition to oil painting, she was actively producing prints during this decade, too. Although few of her works on paper are dated, it seems she started in the Germanic tradition of woodcut—a medium that Reder was also exploring in the 1940s—and eventually moved onto intaglio and lithography, the latter or which engaged her through the 1950s and 1960s. Perutz’s name appears in the Grippe student ledger book for March 1952 and April-May 1953, though it is possible she was affiliated with Atelier 17 earlier. Perutz maintained an elegant European lifestyle while in New York, and her group of friends included an international mix. Very likely, she gravitated to Atelier 17 for its highly global and cultured membership. Indeed, Doris Seidler, who was also at Atelier 17 in spring 1952, became a lifelong friend and eventually a neighbor once Perutz moved to Great Neck in 1955. Perutz turned her focus increasingly to sculpture in the late 1950s until her death and had frequent solo exhibitions in galleries in the United States and in Europe.2

    
    Archives

    Bernard Reder Collection, Museum of Sex, New York, NY (letters between Perutz and Reder).

    Kathrin Perutz, New York.

    
    
    Notes

    

    
    	Thank you to the artist’s daughter, the novelist Kathy Perutz, for generously speaking to me about her mother on May 11, 2017. Unless otherwise cited, all biographical information comes from this conversation. ↩

    	See exhibition chronology in Alice Bellony-Rewald, Dolly Perutz: The Last 25 Years of Her Work (New York: Bodley Gallery, 1981), 33. ↩

    

    
     
    
    
        
    
    
        
    
    72.  Helen Phillips

    

    
    [image: H. Riemens, photograph of Helen Phillips printing at Atelier 17, Paris, ca. 1950-55. Courtesy of Carla Esposito, Rome.]H. Riemens, photograph of Helen Phillips printing at Atelier 17, Paris, ca. 1950-55. Courtesy of Carla Esposito, Rome.
    
    

    
    [image: N. M. Phillips, Stanley William Hayter and Helen Phillips in Alba, France, ca. 1950. Reproduced in Hayter: Le Peintre (Paris: Pierre-François & François Albert, 2011), p. 120.]N. M. Phillips, Stanley William Hayter and Helen Phillips in Alba, France, ca. 1950. Reproduced in Hayter: Le Peintre (Paris: Pierre-François & François Albert, 2011), p. 120.
    
    

    
    [image: Helen Phillips, Figure in Space, 1941. Engraving, plate: 6 ¾ x 5 1/8 in. (15.2 x 13 cm); sheet: 11 ½ x 9 1/8 in. (29.2 x 23.1 cm). Dolan/Maxwell, Philadelphia. Courtesy of Carla Esposito, Rome.]Helen Phillips, Figure in Space, 1941. Engraving, plate: 6 ¾ x 5 1/8 in. (15.2 x 13 cm); sheet: 11 ½ x 9 1/8 in. (29.2 x 23.1 cm). Dolan/Maxwell, Philadelphia. Courtesy of Carla Esposito, Rome.
    
    

    
    [image: Helen Phillips, L’Oiseau qui chante, 1950-55. Etching, plate: 10 3/16 x 6 9/16 in. (25.8 x 16.7 cm). Courtesy Carla Esposito, Rome, and Dolan/Maxwell, Philadelphia, PA.]Helen Phillips, L’Oiseau qui chante, 1950-55. Etching, plate: 10 3/16 x 6 9/16 in. (25.8 x 16.7 cm). Courtesy Carla Esposito, Rome, and Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1913-1995
    

    
    	Place of Birth
    	Fresno, CA, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Helen Phillips
    

    
    

    Born in Fresno, California, Helen Phillips commenced art studies at the age of fifteen at the California School of Fine Arts (now the San Francisco Art Institute) and enrolled there full-time in 1931, learning direct carving with Robert Stackpole. She had a banner year in 1936: she won a purchase prize from the San Francisco Museum of Art (now SFMOMA) for her stone sculpture Young Girl and received the Phelan Traveling Fellowship from the San Francisco Art Association, which provided $2,000 for travel abroad.1 She spent three years in Paris—summer 1936 until the outbreak of war in 1939—where she interacted with the surrealists, discovered Atelier 17, and met her future husband, Stanley William Hayter. Phillips was attracted to the sculptural qualities of engraving and liked that printmaking allowed her to experiment more quickly than sculpture.2 The experience of incising copper with the burin sharpened her understanding of positive and negative spaces and altered the way she dealt with sculptural volume. Of the roughly twenty-five plates she produced in Paris, many feature biomorphic forms and headless stick figures—a recurring form she described as “two joined wishbones” and which suggests motion and dance. While living in New York during the 1940s, Phillips maintained a studio in the family’s brownstone and exhibited her sculpture in important exhibitions, but she regretted not having more time to work regularly at Atelier 17.3 Her engraving Figure in Space (1941, alternately titled Figure in Box), which reflects her sculpture’s sinuous, twisting limbs, was exhibited in New Directions in Gravure at the Museum of Modern Art, New York, in 1944. Phillips earnestly resumed printmaking activity during the 1950s, once her family resettled in Paris, and produced many deeply carved plates printed using the workshop’s signature color viscosity process.4 Phillips and Hayter divorced in 1972, and she made sculpture well into the 1970s, but shifted to working in wire, plaster, and wax after a severe back injury hampered her in the late 1960s.

    
    Archives

    Helen Phillips papers, Paris, France.
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    Notes

    

    
    	News of both awards earned coverage in local and national press: H. L. Dungan, “San Francisco Art Association’s 56th Annual Opens in S. F. Museum,” Oakland Tribune, February 2, 1936, 79; “She’ll Travel Now: Girl Sculptor Awarded Trip,” Oakland Tribune, June 3, 1936, 6; “S. F. Sculptress Wins $2,000 Trip Abroad,” San Francisco Chronicle, June 1936; “Montalvo’s Maecenas,” Time, June 15, 1936; and “Young Americans: Helen Phillips,” American Magazine of Art 29, no. 8 (August 1936): 532–33. ↩

    	Helen Phillips, interview by David Cohen, May 4, 1989, Helen Phillips papers, Paris. ↩

    	Phillips remembered hosting New York studio members for coffee at her home on Waverly Place: “I knew much of what was happening in the workshop, although I hadn’t the time and baby-sitters necessary to work there regularly.” Helen Phillips to Fred [Becker], n.d., HPP. Among the more important sculpture shows were: The Women, Art of This Century (1944); Bloodflames, Hugo Gallery (1947); Sculpture annual, Whitney Museum of American Art (1948); and Artists: Man and Wife, Sidney Janis Gallery (1949). ↩

    	Many were exhibited in Prints by Stanley William Hayter and Helen Phillips (San Francisco: Achenbach Foundation for Graphic Arts, 1956). ↩

    

    
     
    
    
        
    
    
        
    
    73.  Patricia Phillips

    

    
    [image: Unidentified photographer, Senior class portrait of Patricia Phillips, 1937. Courtesy Sarah Lawrence College Archives.]Unidentified photographer, Senior class portrait of Patricia Phillips, 1937. Courtesy Sarah Lawrence College Archives.
    
    

    
    [image: Patricia Phillips, Ecstatic Dance, 1946. Engraving and aquatint, plate: 11 5/8 x 8 11/16 in. (29.5 x 22 cm); sheet: 11 15/16 x 13 in. (46.5 x 33 cm). Collection of Carla Esposito, Rome.]Patricia Phillips, Ecstatic Dance, 1946. Engraving and aquatint, plate: 11 5/8 x 8 11/16 in. (29.5 x 22 cm); sheet: 11 15/16 x 13 in. (46.5 x 33 cm). Collection of Carla Esposito, Rome.
    
    
    
    
    	Life Dates
    	1916-1946
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Patricia Phillips
    

    
    

    Patricia Phillips was born in New York and attended Atelier 17 in 1945 and 1946, when it was affiliated with the New School for Social Research. Between 1933 and 1937 Phillips was enrolled at Sarah Lawrence College, where she studied with Kurt Roesch.1 Roesch, who was an Atelier 17 member himself, made similar introductions for other students from Sarah Lawrence to work at the studio. Based on a listing of known works made at the time of her death, Phillips made at least seven intaglio plates during her affiliation.2 One titled Ecstatic Dance, formerly in the collection of Stanley William Hayter, conveys her semiabstract style and desire to communicate universal ideas and experiences in forms that would be understandable to viewers. During her short lifetime, Phillips received four solo shows—one at Bonestell Gallery (1941) and three at the Pinacotheca (1943, 1944, and 1945)—which received favorable reviews for her color-filled and emotionally charged canvases.

    
    Selected bibliography

    Breuning, Margaret. “Emotional Abstractions.” Art Digest 19 (November 15, 1944): 18.

    “Making Haste Slowly.” Art Digest 20 (February 1, 1946): 11.

    “Patricia Phillips.” Art Digest 18 (January 15, 1944): 19, 26.
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    Reed, Judith Kaye. “End of a Promise.” Art Digest 22, no. 3 (November 1, 1947): 21.

    
    
    Notes

    

    
    	Dates of attendance confirmed with the Registrar’s Office, Sarah Lawrence College. They conflict with the dates given in the only comprehensive source about Phillips’s life and work: Patricia Phillips: 1915–1946 (New York: Pinacotheca, 1947). ↩

    	Patricia Phillips. ↩

    

    
     
    
    
        
    
    
        
    
    74.  Charlotte Howard Porter

    

    
    [image: Charlotte Howard Porter, Herself, 1947. Oil on canvas, 24 x 20 in. Courtesy Jim’s of Lambertville, Lambertville, NJ.]Charlotte Howard Porter, Herself, 1947. Oil on canvas, 24 x 20 in. Courtesy Jim’s of Lambertville, Lambertville, NJ.
    
    

    
    [image: Charlotte Howard Porter, Allegory #1, ca. 1950s. Etching, 18 x 11 3/8 in. The Butler Institute of American Art, Youngstown, Ohio, Gift of the Artist 1991.]Charlotte Howard Porter, Allegory #1, ca. 1950s. Etching, 18 x 11 3/8 in. The Butler Institute of American Art, Youngstown, Ohio, Gift of the Artist 1991.
    
    

    
    [image: Charlotte Howard Porter, Allegory #5, 1956. Etching, 11 5/8 x 17 3/8 in. The Butler Institute of American Art, Youngstown, Ohio, Gift of the Artist 1991.]Charlotte Howard Porter, Allegory #5, 1956. Etching, 11 5/8 x 17 3/8 in. The Butler Institute of American Art, Youngstown, Ohio, Gift of the Artist 1991.
    
    
    
    
    	Life Dates
    	ca. 1932-1960
    

    
    	Place of Birth
    	Zwolle, LA, USA
    

    
    	Place of Death
    	Washington, DC, USA
    

    
    	Birth Name
    	Charlotte Howard
    

    
    

    Charlotte Howard was born in New York City on December 9, 1919. Her parents, William Howard and Ida Henderickx, were immigrants from England and Belgium, respectively. Not much is known about her upbringing, except that her mother died very young in 1926 and, by the 1930 census, Charlotte was living with her maternal aunt’s family in New York City.1 In January 1946, Howard married Cyrus Porter, and the couple resided in Greenwich Village at 31 West Eleventh Street.2 Details about Howard Porter’s artistic training and career are sparse, but auction records and extant paintings and prints suggest she worked in a representational mode, producing brightly colored cityscapes and landscapes populated by animals, insects and other fauna. The Grippe student ledger book includes Howard Porter, and her time at the studio spanned from fall 1952 until spring 1954.3 Based on collections the artist donated to the Butler Art Institute in Youngstown, Ohio, her etchings show the strong influence of surrealism in several allegorical scenes set in fantastical cave-like settings. Howard Porter’s exhibition history is yet to be uncovered, and it would be quite revealing to know where she showed her Atelier 17 prints. Nothing further is known about the artist’s life or career, except that her estate bequeathed grants to several cultural institutions, including the New York Public Library and a scholarship to the Art Students League, where she studied from 1956 until late 1970s.4 Based on government death records, Charlotte Howard Porter may have married a second time to a man with the surname Paterno, but details of this marriage are not yet confirmed.5

    
    Notes

    

    
    	These facts come from the 1930 census: Manhattan, New York; Page: 14A; Enumeration District: 0457; FHL microfilm: 2341292. Further genealogical details courtesy of her relative William Hendrickx, email to Christina Weyl, October 22, 2018. ↩

    	Ancestry.com. New York, New York, Marriage License Indexes, 1907-1995. Lehi, UT: Ancestry.com Operations, Inc., 2017. ↩

    	Student ledger book, p. 62, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	Student registration card, Art Students League of New York. ↩

    	See Social Security Death Index for Charlotte Louise Howard (December 9, 1919–November 14, 1998) in U.S., Social Security Applications and Claims Index, 1936-2007. Provo, UT: Ancestry.com Operations, Inc., 2015. ↩

    

    
     
    
    
        
    
    
        
    
    75.  Maureen Prothro

    

    
    [image: Maureen Prothro, class picture in The Jambalaya, 1951. University Archives, Tulane University, New Orleans, LA.]Maureen Prothro, class picture in The Jambalaya, 1951. University Archives, Tulane University, New Orleans, LA.
    
    
    
    
    	Life Dates
    	1919-1998
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Maureen Prothro
    

    
    

    Maureen Prothro was born in Zwolle, Louisiana, around 1932, to Duke and Edith Prothro. Her father was a dentist in private practice, and the family moved to Shreveport in 1935.1 There, she graduated from Byrd High School and went onto New Orleans to attend Newcomb College, the coordinate women’s college for Tulane University. Sometime after graduating college in 1952, she moved to New York City where she taught art at Trinity School, an Episcopal day school in Manhattan. During Peter Grippe’s tenure as Atelier 17 director between 1952 and 1954, she paid for three months’ tuition, supplies, and a small zinc plate.2 No evidence of her printmaking work survives to the present. In 1958, she moved to Washington, DC where she lived in the Georgetown neighborhood with friends from Shreveport and worked in the office of First Lady Mamie Eisenhower. Unfortunately, Prothro died in January 1960 from an overdose of sleeping pills, a suspected suicide.

    
    Selected Bibliography

    “Here for the Summer.” The Times. July 13, 1955.

    “Miss Prothro Funeral Rites Set Sunday.” The Times. January 9, 1960.
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    Notes

    

    
    	Most biographical information about Prothro comes from a few articles issued around the time of her death: “Miss Prothro Funeral Rites Set Sunday,” The Times, January 9, 1960, 2; “Prothro Death in Washington Ruled Suicide,” The Times, January 28, 1960, 26. ↩

    	The ledger book does not specify a year for her tuition, which ran from October 1 to January 1. Student ledger book, p. 43, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    

    
     
    
    
        
    
    
        
    
    76.  Victoria Lucía Quintero

    

    
    [image: Lucía Quintero, portrait in The Mortarboard, 1941, p. 83 Courtesy of the Barnard Archives and Special Collections.]Lucía Quintero, portrait in The Mortarboard, 1941, p. 83 Courtesy of the Barnard Archives and Special Collections.
    
    

    
    [image: Victoria Lucía Quintero, Totems at Night, 1946. Aquatint, plate: 7 x 5 in. (17.7 x 12.6 cm), sheet: 10 5/8 x 9 1/8 in. (27 x 23.2 cm). British Museum, Gift of Désirée Hayter, 2012,7025.23. © Victoria Lucía Quintero. Photo courtesy of the Trustees of the British Museum.]Victoria Lucía Quintero, Totems at Night, 1946. Aquatint, plate: 7 x 5 in. (17.7 x 12.6 cm), sheet: 10 5/8 x 9 1/8 in. (27 x 23.2 cm). British Museum, Gift of Désirée Hayter, 2012,7025.23. © Victoria Lucía Quintero. Photo courtesy of the Trustees of the British Museum.
    
    
    
    
    	Life Dates
    	1919-unknown
    

    
    	Place of Birth
    	Puerto Rico, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Victoria Lucía Quintero
    

    
    

    Although born in Puerto Rico, Victoria Lucía Quintero spent most of her childhood on the Upper West Side of New York. She was the oldest child and only daughter born to Enrique and Maria Teresa, from Puerto Rico and Venezuela respectively. According to census information, her father ran a private dental practice and the family appeared to have been fairly comfortable, since they employed a live-in maid by 1940.1 Quintero attended Barnard College between the fall 1937 and fall 1941, where she was actively involved in the visual arts as a contributor to several student publications and the yearbook.2 Just after graduation, she pursued studies with George Grosz at the Art Students League but did not register for any further classes there.3 Quintero studied at Atelier 17 in the mid-1940s and participated in two of the workshops group shows: first, the Willard Gallery (1945) and second, the version of New Directions in Gravure circulated to cities in Latin America.4 One of her prints, Totems at Night (British Museum), formerly in the collection of Hayter, shows the influence of the New York School and its ideological emphasis on understanding the depths of human experience. Quintero pursued teaching, and according to a 1948 Barnard College alumnae magazine, she was teaching Spanish at The Casements Junior College in Ormond Beach, Florida.5 She also kept her hands in the art world through the 1950s. In 1948, she had solo show of paintings at The Three Arts in Poughkeepsie, New York, and she also won a bronze medal for painting in the first “National Amateur Competition” held by Art New in 1950.6 In 1952, the Brooklyn Museum’s print annual listed Quintero’s home in Colorado Spring, Colorado, and in 1960 she listed her permanent home in Caracas, Venezuela.7

    
    Notes

    

    
    	Biographical information comes from census records: 1930, Manhattan, New York, New York; Page: 5A; Enumeration District: 0528; FHL microfilm: 2341295; 1940, New York, New York, New York; Roll: m-t0627-02647; Page: 6B; Enumeration District: 31-969. ↩

    	Enrollment records verified by the Registrar’s Office at Barnard College, email to Christina Weyl, August 1, 2016. ↩

    	Student registration card, Art Students League of New York. ↩

    	For more about the Latin American exhibition, see Department of Circulating Exhibition Records (II.1.86.2.1), The Museum of Modern Art Archives, New York. ↩

    	“Class Notes,” Barnard College Alumni Magazine XXXVIII, no. 1 (October 1948): 12. ↩

    	See advertisement for “An Exhibition of Paintings by Victoria Lucia Quintero: in The Poughkeepsie Journal, July 30, 1948, 13; “The Winners in the First National Amateur Competition,” Art News 48 (January 1950): 20–25, 61. ↩

    	Quintero’s arrival card on Pan Am Airlines (Caracas to Miami) on May 1, 1960 lists her permanent address in Caracas. Ancestry.com. Florida, Passenger Lists, 1898-1963. Lehi, UT: Ancestry.com Operations, Inc., 2006. ↩

    

    
     
    
    
        
    
    
        
    
    77.  Margaret E. Reinhart

    

    
    [image: Unidentified photographer, Margaret Reinhart, sophomore year portrait from The Wigwam, 1942. VCU Libraries]Unidentified photographer, Margaret Reinhart, sophomore year portrait from The Wigwam, 1942. VCU Libraries
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    Margaret E. Reinhart attended The College of William and Mary, Richmond Division (now Virginia Commonwealth University) from 1940 to 1943, earning a certificate in art in June 1942.1 She registered for Atelier 17 for the spring term of 1944, after which nothing further is known about her life or artwork.2

    
    Notes

    

    
    	Diane K. Bowman, Assistant Registrar, Virginia Commonwealth University, email to Christina Weyl, May 9, 2017. ↩

    	Reinhart’s name appears on the New School’s grade rosters for Atelier 17. Erika Hichez-Valerio, Assistant University Registrar, The New School, email to author, May 26, 2015. ↩

    

    
     
    
    
        
    
    
        
    
    78.  Rachel Rosenthal

    

    
    [image: Unidentified photographer, Rachel Rosenthal, 1950. © Rachel Rosenthal Trust.]Unidentified photographer, Rachel Rosenthal, 1950. © Rachel Rosenthal Trust.
    
    

    
    [image: Rachel Rosenthal, Theorem, ca. 1950. Engraving, 6 1/8 x 4 in. © Rachel Rosenthal Trust.]Rachel Rosenthal, Theorem, ca. 1950. Engraving, 6 1/8 x 4 in. © Rachel Rosenthal Trust.
    
    

    
    [image: Rachel Rosenthal, untitled, ca. 1950. Engraving, 7 x 5 in. © Rachel Rosenthal Trust.]Rachel Rosenthal, untitled, ca. 1950. Engraving, 7 x 5 in. © Rachel Rosenthal Trust.
    
    
    
    
    	Life Dates
    	1926-2015
    

    
    	Place of Birth
    	Paris, France
    

    
    	Place of Death
    	Los Angeles, CA, USA
    

    
    	Birth Name
    	Rachel Rosenthal
    

    
    

    Rachel Rosenthal was born in Paris, France, to Russian Jewish parents. Her father, Leonard, had lived in France since the late 1880s and built a very successful jewelry business selling precious stones and pearls, and her mother, Mara, displaced because of the Bolshevik Revolution, met Leonard through his philanthropy towards Russian émigrés. The family fled France in June 1940, right before the Germans invaded, and made their way to New York City via stopovers in Portugal and Brazil. Arriving in spring 1941, Rosenthal enrolled at the High School of Music & Art, already demonstrating strong creative talents as a teenager. She graduated just as the war ended and studied soon thereafter at Hans Hofmann’s studio and at the New School for Social Research with Meyer Schapiro and Rudolf Arnheim.1 Over the next eight years, she divided her time between New York and France, not feeling quite at home in either place. During her travels, she befriended some major figures of the postwar avant-garde—Merce Cunningham, John Cage, Jasper Johns, Robert Rauschenberg—and decided to remain in New York which was fast becoming the center of the art world. In the early 1950s, Rosenthal found her way to Atelier 17, likely through the influence of Sari Dienes, another friend who was highly networked into this same group of experimental artists, musicians, and performers. She appears in the Grippe student ledger book for March 1954, though it is possible she was affiliated with Atelier 17 at an earlier point.2 A group of roughly six engravings recently unearthed from the artist’s archives, demonstrate her competence with the engraver’s burin and using printmaking as a vehicle for self expression.3 At the printmaking workshop, she remembers first encountering Miriam Schapiro, whom she would interface with again very substantially through both women’s feminist activism in Southern California during the early 1970s. By that point, Rosenthal had developed a unique form of performance art, for which she is best known today.

    
    Notes

    

    
    	Unless otherwise noted, biographical details come from Moira Roth, ed., Rachel Rosenthal (Baltimore: Johns Hopkins University Press, 1997), 205–6. ↩

    	In her oral history with Moira Roth, Rosenthal states that she met Miriam Schapiro at Atelier 17 in the late 1940s. This timing, however, does not coordinate with Schapiro’s biography. Shapiro and her husband Paul Brach only moved to New York City in the early 1950s from Columbia, Missouri, where he had been teaching. Instead of the late 1940s, Rosenthal and Schapiro likely overlapped at Atelier 17 in 1951 or 1952, before Peter Grippe’s directorship. Grippe and his wife Florence were meticulous record keepers, and Schapiro does not appear in the Grippes’s student ledger book, as Rosenthal does. All of this does not preclude Rosenthal’s earlier involvement with Atelier 17. Given her immediate post-high school study with Hans Hofmann and at the New School for Social Research, it is possible she also attended Atelier 17 in the mid- to late-1940s. See Rachel Rosenthal, oral history with Moira Roth, September 2, 1989, Archives of American Art, Smithsonian Institution; and chronology in Roth, 205–6. ↩

    	Kate Noonan, Director of the Rachel Rosenthal Company, found these prints in the artist’s archives in a folder marked as correspondence. Rosenthal also had exchange prints from Stanley William Hayter, Pierre Courtin, Terry Haass, and Wilfredo Lam. The prints were exhibited in “Rachel Rosenthal: Early Works on Paper,” Craig Krull Gallery, Santa Monica, California (June 1 to June 13, 2019). ↩

    

    
     
    
    
        
    
    
        
    
    79.  Judith Rothschild

    

    
    [image: Christopher Burke, photograph of Judith Rothschild, 1946. Reproduced in Judith Rothschild: An Artist’s Search (1998), p. 12.]Christopher Burke, photograph of Judith Rothschild, 1946. Reproduced in Judith Rothschild: An Artist’s Search (1998), p. 12.
    
    

    
    [image: Judith Rothschild, Composition, ca. 1945. Etching, plate: 2 15/16 x 3 15/16 in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Judith Rothschild, Composition, ca. 1945. Etching, plate: 2 15/16 x 3 15/16 in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	1921-1993
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Judith Rothschild
    

    
    

    Judith Rothschild was born in 1921 in New York City, the middle child of Nanette and Herbert Rothschild.1 Her artistic inclinations manifested early. In high school, she studied art under the direction of Victor D’Amico, the head of the art department at the Fieldston School who later went on to run the art education program at the Museum of Modern Art, and she traveled to Europe in the summer of 1937 at the age of sixteen. For college, she enrolled at Wellesley College in Massachusetts, a compromise with her parents since she had wanted a college with a studio art program. After graduating Wellesley in 1943, Rothschild moved back to New York City where she studied at the Art Students League with Reginald Marsh and eventually with Hans Hofmann at his own studio-school downtown. Her paintings, at this point, had grown more abstract, a shift from her earlier, more representational work. Perhaps through the network of artist she met at the League or Hofmann’s school, Rothschild became affiliated with Atelier 17 in 1945, making a handful of intaglio plates. In one of her more fully developed ones, Composition, biomorphic shapes and lines swirl around a disembodied head. She also completed a suite of screenprints in 1946, which mirror the geometric shapes she worked on in her canvases. 1945 also brought Rothschild her first opportunity for a solo show at the Jane Street Gallery, which led to her election into the prestigious American Abstract Artists. She married the novelist Anton Myrer in 1947 (they would divorce in 1970), and they couple lived variously in California, New York, and on Cape Cod, Massachusetts. She continued to work abstractly throughout her career, making paintings—some in high relief—and collages.

    
    Selected Bibliography

    Axsom, Richard H. Beyond the Plane: The Relief Paintings of Judith Rothschild. New York: Hudson Hills Press, 1992.

    Flam, Jack. Judith Rothschild: An Artist’s Search. New York: Hudson Hills Press, 1998.

    
    
    Notes

    

    
    	The source for this bio comes from Jack Flam, Judith Rothschild: An Artist’s Search (New York: Hudson Hills Press, 1998). ↩

    

    
     
    
    
        
    
    
        
    
    80.  Anne Ryan

    

    
    [image: Unidentified photographer, Anne Ryan in Greenwich Village, ca. 1940s. Anne Ryan Papers, ca. 1905-1970, Archives of American Art, Smithsonian Institution, Washington, D.C.]Unidentified photographer, Anne Ryan in Greenwich Village, ca. 1940s. Anne Ryan Papers, ca. 1905-1970, Archives of American Art, Smithsonian Institution, Washington, D.C.
    
    

    
    [image: Anne Ryan, Abstraction, 1943. Etching and soft ground etching, plate: 7 x 9 7/8 in. (17.8 x 25.1 cm); sheet: 10 ½ x 12 7/8 in. (26.7 x 32.7 cm). Susan Teller Gallery, New York. Courtesy of the Estate of Anne Ryan and the Susan Teller Gallery, New York.]Anne Ryan, Abstraction, 1943. Etching and soft ground etching, plate: 7 x 9 7/8 in. (17.8 x 25.1 cm); sheet: 10 ½ x 12 7/8 in. (26.7 x 32.7 cm). Susan Teller Gallery, New York. Courtesy of the Estate of Anne Ryan and the Susan Teller Gallery, New York.
    
    

    
    [image: Anne Ryan, In the Meadow, 1944. Etching and soft ground etching, plate: 9 ½ x 7 3/8 in. (24.1 x 18.7 cm); sheet: 12 5/8 x 10 ½ in. (32.1 x 26.7 cm). Susan Teller Gallery, New York. Courtesy of the Estate of Anne Ryan and the Susan Teller Gallery, New York.]Anne Ryan, In the Meadow, 1944. Etching and soft ground etching, plate: 9 ½ x 7 3/8 in. (24.1 x 18.7 cm); sheet: 12 5/8 x 10 ½ in. (32.1 x 26.7 cm). Susan Teller Gallery, New York. Courtesy of the Estate of Anne Ryan and the Susan Teller Gallery, New York.
    
    
    
    
    	Life Dates
    	1889-1954
    

    
    	Place of Birth
    	Hoboken, NJ, USA
    

    
    	Place of Death
    	Morristown, NJ, USA
    

    
    	Birth Name
    	Anna Ryan
    

    
    

    Born “Anna” in 1889 in New Jersey to an Irish-Catholic family, Ryan was from the age of fourteen raised by her grandmother after her father died in 1902 and her mother committed suicide in 1903.1 She attended a Catholic preparatory school, the Academy of Saint Elizabeth in Covenant Station, New Jersey, and matriculated to the affiliated College of Saint Elizabeth, where she developed a love of poetry and art. In April 1911 during her junior year, she married William McFadden, a lawyer two years her senior who lived across the street from Ryan’s family’s beach house in Asbury Park. Ryan left college before graduating, and the couple quickly welcomed twins, Elizabeth and William Jr., in April 1912 and a third child, Thomas, in 1919. The marriage deteriorated shortly thereafter because of William’s mental health—he suffered from delusions and paranoia and was eventually institutionalized at a state-run mental institution—and the couple separated in 1923.2

    With William no longer able to support the family, Ryan suddenly was on her own financially. Money was extremely tight in the ‘20s as she looked for opportunities to earn a living. She gravitated towards writing fiction and poetry, which had been her focus in college, and soon published a collection of poems titled Lost Hills (1925). A book manuscript, One Life, Raquel, and several other short stories and poems went unpublished but are preserved in the manuscripts collection of the Newark Public Library. Demonstrating an early proclivity for networking and self-promotion, she began exploring the avant-garde literary scene in New York City’s Greenwich Village (though she continued to live in New Jersey). Eventually, she found her way to Daca’s bookshop, which was located on Washington Square, and befriended a circle of bohemian writers, actors, and artists.3

    In another somewhat bold decision, Ryan departed in 1931 for Mallorca where she had heard from friends that living was cheap. While abroad, Ryan wrote a biography of the eighteenth-century Franciscan missionary Junípero Serra and a number of articles called “Spanish Sketches,” some of which appeared in newspapers back home like the New York Sun.4 When she returned to America two years later, Ryan continued to write professionally and also established a bakery in Glen Ridge, New Jersey, struggling to make ends meet. Apparently, Ryan had trouble qualifying for government relief programs of the New Deal through she desperately needed the support; despite the fact her husband was institutionalized, her status as married seems to have complicated the screening process.5

    Around the time her older children graduated college in 1934, her daughter’s then-boyfriend Tony Smith (1912-1980), who would become a noted minimalist sculptor, urged Ryan to abandon the bakery and move to Greenwich Village.6 This was the germinal moment of Ryan’s life—in her mid-40s—when she transitioned from writing and “became” an visual artist. Living in the Village, initially at 104 West Fourth Street, exposed her to the avant-garde community of artists in a more immersive way than her initial forays into the city’s literary world during the 1920s. “This is my district,” Ryan often proclaimed emphatically about living in the Village, which to her daughter suggested the new environment “so galvanized her that it filled her with a feeling of omnipotence.”07 As recorded in her diary, she began painting in 1938—first in pastels, later oil—and they tended to focus on cityscapes, still lives, and portraits of family and friends. Eventually, she began painting abstractly, as seen in an untitled canvas that was once in the collection of critic Clement Greenberg (now in the collection of the Seattle Art Museum). In April of that year, Ryan’s second-floor neighbor Giorgio Cavallon (1904-1989), a founding member of the American Abstract Artists, brought Hans Hofmann by to see her work.8 The esteemed teacher liked her work, particularly her portraits, and recommended she continue painting without taking a formal art education. She took this comment to heart, later noting in her diary, “The self-taught are more apt to create spontaneously than those academy taught.”9

    At this point, her artistic career began to accelerate fairly rapidly. In the winter of 1941, she and her younger son moved to a larger ground-floor apartment on Greenwich Street, which gave her more space to work. In March, she exhibited paintings—mostly all abstractions—at The Pinacotheca on Madison Avenue and received mostly favorable reviews.10 Later that year, she visited the New School for the first time with a friend where she encountered Stanley William Hayter and the artist Ralph Rosenborg (1913-1992), who she noted were both “excellent painters,” and she immediately wrote to Hayter about the possibility of a scholarship to take his class.11 Never having experienced formal artistic training, the Atelier 17 classroom was exhilarating for Ryan. She took copious notes of Hayter’s lessons—from specific technical instructions and marketing one’s career to overarching ideologies about automatism—and enjoyed the extraordinary benefits of this close community of artist-printmakers.

    Her printmaking output is divided into two distinct parts: etchings she made between 1942 and approximately 1945; and colorful woodblock prints, mostly printed on black paper, between roughly 1945 and 1949.0 The subject matter she covered in these etchings and woodcuts was extremely varied and included religious imagery, still lives, circus performers, portraits, abstractions, and surrealistic situations with female dancers and isolated women. Ryan worked tirelessly to get these prints shown in commercial galleries and other cultural institutions, both in the United States and abroad. The successes she had as a printmaker gave her confidence, with her non-traditional background, to continue pursuing a professional artistic career. Ryan died suddenly of a stroke in 1954, and her daughter Elizabeth McFadden dispersed large gifts of her prints and collages to several institutions, such as the Metropolitan Museum, Museum of Modern Art, and the Brooklyn Museum.

    
    Archives

    Anne Ryan Papers, 1922–1968, Archives of American Art, Smithsonian Institution, Washington, D.C.

    Anne Ryan Papers, Scripts and manuscripts, Newark Public Library, Art and Music Division, Newark, NJ.
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    Notes

    

    
    	Elizabeth McFadden to Robert Koenig, February 10, 1979, 1, Anne Ryan Papers, Art and Music Department, Newark Public Library; Claudine Armand, Anne Ryan: Collages (Giverny, France: Musée d’Art Américain, 2001), 70. ↩

    	Anne Ryan and William McFadden never divorced, and it is not known whether their union remained for religious reasons or legal practicalities (i.e., that one of the parties was mentally ill). In any event, Ryan checked with the state-run institution about McFadden’s condition at least four times in 1939, 1942, 1946, and 1948). See letters on reel 86 of the Anne Ryan papers, Archives of American Art, Smithsonian Institution (henceforth ARP). ↩

    	Elizabeth McFadden, “Anne Ryan,” The Saint Elizabeth Alumna, Spring 1956, 5. ↩

    	Anne Ryan, “After Church in the Perfumeria,” New York Sun, April 4, 1933, ARP, reel 88:876. ↩

    	McFadden to Koenig, 2. All artists seeking a relief position within the WPA-FAP had to substantiate their artistic qualifications, which could consist of press clippings, portfolios of work, and exhibition brochures. Outside of their qualifications for the FAP, women generally had trouble meeting eligibility guidelines for WPA relief. For any person, regardless of gender, qualifying was a maddening process of proving financial need and divesting oneself of everyday comforts. Women faced additional obstacles since the WPA would only approve a female applicant if she were deemed the head of household; if married, her husband had first priority for relief work. See Chapter 1 of Kimn Carlton-Smith, “A New Deal for Women: Women Artists and the Federal Art Project, 1935-1939” (PhD diss., Rutgers, The State University of New Jersey, 1990). ↩

    	McFadden to Koenig, 1. ↩

    	She had help with the restaurant venture from her sons, Tom (who was living with her) and the older Liam. McFadden to Koenig, 2. ↩

    	It is sometimes reported that Fritz Bultman (1919-1985), a painter who lived down the street, brought his friend and teacher Hans Hofmann to see Ryan’s work. But, Ryan’s diary clearly says it was Cavallon. Anne Ryan, diary, 1938, 1941-2, ARP, reel 87:389. ↩

    	Anne Ryan, diary entry, February 7, 1942, ARP, reel 87:430. ↩

    	Anne Ryan: First One Man Show (New York: The Pinacotheca, 1941), APR, reel 88. For reviews of this show, see unknown review, ARP, reel 88:894; “The Passing Show: Anne Ryan,” Art News 40 (March 1, 1941): 46; 52; “Anne Ryan at Pinacotheca,” Art Digest 15, no. 12 (March 15, 1941): 9. ↩

    	Anne Ryan, diary entry, October 23, 1941, ARP, reel 87:404. ↩

    

    
     
    
    
        
    
    
        
    
    81.  Evangeline St. Claire

    

    
    
    
    
    
    
    	Life Dates
    	ca. 1901-1985
    

    
    	Place of Birth
    	Boston, MA, USA
    

    
    	Place of Death
    	New York, New York
    

    
    	Birth Name
    	Evangeline St. Claire
    

    
    

    Evangeline St. Claire’s parents died when she was young, and she grew up in an orphanage in Franklin, New Hampshire, her birth year given variously between 1901 and 1907.1 By the 1920 census (and at roughly the age of eighteen), St. Claire had moved to Dover, New Hampshire, where she was employed as a servant in the household of Arthur and Maud Dunstan.2 Moving at some point to New York City, St. Claire began four years of art training in the fall of 1931 at the National Academy of Design, and simultaneously she took classes, through a scholarship, with William Von Schlegell and Robert Laurent and at the Art Students League.3 She became an elementary school art teacher through the Federal Art Project of the Works Progress Administration, working for the Project off and on between February 1936 and 1942.4 As an orphan and an African American, St. Claire likely encountered many challenges in pursuing a career as a professional artist. During this period, she was a member of the Harlem Artists’ Guild and exhibited with the group on two occasions.5 It is unclear what St. Claire did after her WPA employment–probably further teaching–or what her art looked like–examples of her work are not known. She was a member of Atelier 17 at some point during the 1940s and exhibited two prints in a group exhibition of Atelier 17 artists held from October 1 to 24, [ca. 1949].6 With the titles The Star and The Sphere, her prints suggest an interest in celestial bodies, which was a shared focus among many members of Atelier 17 and the broader community of postwar artists. Nothing further is known about St. Claire’s professional life, and government records mark her death 1985 with New York City as her last residence.7

    
    Notes

    

    
    	My thanks to Marisa Bourgoin and Caroline Donadio at the Archives of American Art for their help researching Evangeline St. Claire. Caroline kindly provided access to St. Claire’s student records in the National Academy of Design records, 1817-2012. Marisa took the addresses listed in St. Claire’s records and traced her back to the orphanage in New Hampshire. An eight-year-old St. Claire appears as a ward of the orphanage in the 1910 census: Franklin Ward 1, Merrimack, New Hampshire; Roll: T624_865; Page: 10A; Enumeration District: 0211; FHL microfilm: 1374977. Lee Webb, president of the Franklin Historical Society, kindly shared his knowledge of the New Hampshire Orphans’ Home, opened in 1871 by Reverend Daniel Mack on land donated by Daniel Webster. The orphanage closed in 1958. ↩

    	1920 Census: Tilton, Belknap, New Hampshire; Roll: T625_1006; Page 3A; Enumeration District: 15. Arthur M. Dunstan was an Episcopalian minister and led the St. Thomas Episcopal Church in Dover. ↩

    	Student registration card, Art Students League of New York, and National Academy of Design records, Archives of American Art, Smithsonian Institution. St. Claire lists additional schooling in the biographical questionnaire she filled out for the Harmon Foundation in the mid-1930s, which includes special classes with George Lawrence Nelson and Winold Reiss. Harmon Foundation, Inc., records. Manuscript Division, Library of Congress. She further states on this questionnaire that she pursued evening classes while working full-time and took advantage of any opportunities for free training. ↩

    	Thank you to George Fuller, Archival Reference Technician, at the National Personnel Records Center in St. Louis for locating St. Claire’s employment information. I saw mention of St. Claire’s participation in the WPA-FAP through charts compiled in Kimn Carlton-Smith’s dissertation, “A New Deal for Women: Women Artists and the Federal Art Project, 1935-1939” (PhD diss., Rutgers, The State University of New Jersey, 1990), 309, 315, 318. ↩

    	Mary Ann Calo alerted me to St. Claire’s membership to the Harlem Artists’ Guild and her participation in two of the group’s exhibitions: she showed Mt. Lafayette and Landscape in Harlem Artists Guild at the American Artists School, April 24 to May 15, 1937; and The Barn in Exhibition of Sculpture and Paintings presented by The Labor Club, February 12-March 12, 1939. Catalogues for both shows are in the Alain Locke Papers at Howard University. Calo has written an insightful article about the visibility of African American artists in WPA projects: “Expansion and Redirection: African Americans and the New Deal Federal Art Project,” Archives of American Art Journal 55, no. 2 (Fall 2016): 80-91. ↩

    	Exhibition pamphlet, Tate Archives, Papers of Stanley William Hayter, 200510/3/205/1. There is no year written on this pamphlet, but the dating of the prints included suggests 1949. ↩

    	Ancestry.com, Social Security Death Index, 1935-2014 (Provo UT: Ancestry.com Operations Inc., 2014). ↩

    

    
     
    
    
        
    
    
        
    
    82.  Miriam Schapiro

    

    
    [image: Unidentified photographer, University of Iowa printmaking studios, 1947. Pictured from left to right: Malcolm Myers, Virginia Banks, Paul Brach, Houston Chandler, Miriam Schapiro (seated). Miriam Schapiro Papers, Rutgers University Archives, New Brunswick, N.J.]Unidentified photographer, University of Iowa printmaking studios, 1947. Pictured from left to right: Malcolm Myers, Virginia Banks, Paul Brach, Houston Chandler, Miriam Schapiro (seated). Miriam Schapiro Papers, Rutgers University Archives, New Brunswick, N.J.
    
    

    
    [image: Miriam Schapiro, The Last Judgment, 1950. Aquatint with etching and soft ground, plate: 16 5/16 x 19 7/8 in. (41.4 x 50.5 cm). Saint Louis Art Museum. Gift of Henry V. Putzel (228:1950). © 2019 Estate of Miriam Schapiro / Artists Rights Society (ARS), New York.]Miriam Schapiro, The Last Judgment, 1950. Aquatint with etching and soft ground, plate: 16 5/16 x 19 7/8 in. (41.4 x 50.5 cm). Saint Louis Art Museum. Gift of Henry V. Putzel (228:1950). © 2019 Estate of Miriam Schapiro / Artists Rights Society (ARS), New York.
    
    
    
    
    	Life Dates
    	1923-2015
    

    
    	Place of Birth
    	Toronto, Canada
    

    
    	Place of Death
    	Hampton Bays, NY, USA
    

    
    	Birth Name
    	Miriam Schapiro
    

    
    

    Influential feminist artist Miriam Schapiro had early and important engagement with midcentury printmaking. Born in Toronto, Canada, but raised in Brooklyn, New York, she enrolled in 1943 in the art program at Hunter College and transferred after one year to the University of Iowa, where she earned several degrees (BA, 1945; MA, 1946; and MFA, 1949). Toward the end of her time at Iowa, Schapiro held an assistantship with Mauricio Lasansky, the Argentinean-born Atelier 17 alumnus who established Iowa’s printmaking program, and she helped to organize the Iowa Print Group. She actively entered her prints—mostly intaglio with a few woodcuts—into group shows during the late 1940s, exhibiting in the first, third, and fifth Brooklyn Museum print annuals, along with annuals in several other American cities. Prints also factored prominently in her first solo exhibition at Illinois Wesleyan University in 1951.1 When Schapiro and her husband, the artist Paul Brach, moved to New York in 1951, she briefly worked at Atelier 17.2 The apartment Brach and Schapiro rented at 51 West Tenth Street was only a short walk away from Atelier 17’s location on East Eighth Street. Interestingly, not much has been published about Schapiro’s early activity in printmaking, despite the fact that it clearly allowed her to build a network of similarly independent-minded women artists. She also continued to make prints throughout her career, including the beautiful Anonymous Was a Woman portfolio.3

    
    Archives

    Miriam Schapiro Papers, Rutgers University Archives, New Brunswick, N.J.

    
    
    Selected Bibliography

    “Art Exhibit Opens Sunday at Wesleyan.” The Pantagraph. March 4, 1951.

    Derrickson, Howard. “Art and Artists: Museum’s New Prize Print.” St. Louis Post-Dispatch, January 1, 1950.

    Gouma-Peterson, Thalia, ed. Miriam Schapiro, A Retrospective, 1953-1980. Wooster, Ohio: The College of Wooster, 1980.

    ———. Miriam Schapiro: Shaping the Fragments of Art and Life. New York: Harry N. Abrams, in association with the Polk Museum of Art, 1999.

    Yassin, Robert A. Miriam Schapiro: Works on Paper, a Thirty Year Retrospective. Edited by Paul Brach. Tucson: Tucson Museum of Art, 1998.

    
    
    Notes

    

    
    	See group show chronology in Thalia Gouma-Peterson, Miriam Schapiro: Shaping the Fragments of Art and Life (New York: Harry N. Abrams, 1999), 157. Notice of her solo exhibition can be found in “Art Exhibit Opens Sunday at Wesleyan,” Pantagraph, March 4, 1951, 6. Judy Brodsky, Schapiro’s friend and estate’s executor, shared images of early prints from the artist’s studio, email to Christina Weyl, June 1 and 2, 2017. ↩

    	Rachel Rosenthal remembered meeting Schapiro at Atelier 17. Rachel Rosenthal, oral history by Moira Roth, September 2, 1989, AAA/SI. The timing of Schapiro/Brach’s move to New York is given as either 1951 or 1952. The couple most likely moved in fall 1951, after Brach’s teaching appointment ended at the University of Missouri–Columbia. Complicating the timeline, however, a review of Schapiro’s solo exhibition at Illinois Wesleyan stated she had “studied printmaking under Mauricio Lasansky. Later, she continued study in this field in New York City under Stanley Hayter at his Atelier 17”; “Art Exhibit Opens Sunday at Wesleyan,” 6. Given that Schapiro had family in New York, it is possible she set out to New York before Brach. ↩

    	Robert A. Yassin, Miriam Schapiro: Works on Paper, a Thirty Year Retrospective, ed. Paul Brach (Tucson: Tucson Museum of Art, 1998). ↩

    

    
     
    
    
        
    
    
        
    
    83.  Marilyn Schmitt

    

    
    
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    Marilyn Schmitt appears in the student ledger book maintained by Peter Grippe, paying tuition in the spring of 1952.1 She listed her address at 25 West Ninety-First Street. Nothing further is known about her.

    
    Notes

    

    
    	Student ledger book, p. 36, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    

    
     
    
    
        
    
    
        
    
    84.  Bess Schuyler

    

    
    [image: Unidentified photographer, Bess Schuyler, ca. 1970s. Courtesy obituary in Wicked Local Provincetown.]Unidentified photographer, Bess Schuyler, ca. 1970s. Courtesy obituary in Wicked Local Provincetown.
    
    
    
    
    	Life Dates
    	1923-2010
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	Truro, MA, USA
    

    
    	Birth Name
    	Bess Schuyler
    

    
    

    Bess Schuyler was born in 1923 in New York City, the second child of Hannah Shiffman and Daniel Schuyler.1 Her parents were working class: in the 1925 New York census, her father listed his profession as a machinist, and, by 1930 federal census, her mother—now the head of household—worked as a secretary. They resided on Manhattan’s Upper West Side, and Schuyler attended the High School of Music & Art.2 According to enrollment records at the New School for Social Research, Schuyler attended Atelier 17 during the fall term of 1944.3 One of her prints, an engraving and aquatint titled Progeny, was exhibited in the Laurel Gallery group exhibition in 1949 and became part of Stanley William Hayter’s collection, though an impression has not yet been found.4 Eventually, Schuyler specialized in ceramics and was the director of the pottery program at the Henry Street Settlement House from 1957 until 1978. She primarily created sculptures of cats and other animals, profiles of building façades in and around New York, and ceramic clocks embellished with flowers, fruits, vegetables, and pastries.5 In addition to her studio at 246 West 16^th^ Street, she was also a longtime resident of Truro, Massachusetts.

    
    Notes

    

    
    	Biographical details come from Schuyler’s obituary in Wicked Local, Provincetown, accessed October 18, 2018, as well as census records: 1925 (New York state), New York State Archives, Albany, New York; State Population Census Schedules, 1925; Election District: 90; Assembly District: 08; City: New York; County: Bronx; Page: 86; 1930, Manhattan, New York,; Roll: 1553; Page: 3B; Enumeration District: 0386; Image: 456.0; FHL microfilm: 2341288. ↩

    	It is possible that Schuyler and Lily Ascher, both born in 1923, were in the same class at the High School of Music & Art. ↩

    	Schuyler’s name appears on the New School’s grade rosters for Atelier 17. Erika Hichez-Valerio, Assistant University Registrar, The New School, email to author, May 26, 2015. ↩

    	See p. 7 of an undated, untitled list of Atelier 17 artists and their prints in Helen Phillips papers, Paris. ↩

    	Suzanne Slesin, “Home Beat: Kitschy Ceramic Clocks,” New York Times, June 2, 1983; Old House Journal 12, no. 1 (February 1984): 32; “Hello Kitty,” New York Magazine 30, no. 14 (April 14, 1997): 127. ↩

    

    
     
    
    
        
    
    
        
    
    85.  Doris Seidler

    

    
    [image: Unidentified photographer, Doris Seidler at her Irving Place studio, 1958-62. Courtesy Doris Seidler Estate.]Unidentified photographer, Doris Seidler at her Irving Place studio, 1958-62. Courtesy Doris Seidler Estate.
    
    

    
    [image: Unidentified photographer, Doris Seidler at her first New York exhibition, Wittenborn Gallery, ca. 1960-63. Courtesy Doris Seidler Estate.]Unidentified photographer, Doris Seidler at her first New York exhibition, Wittenborn Gallery, ca. 1960-63. Courtesy Doris Seidler Estate.
    
    

    
    [image: Doris Seidler, Luna Composition No. 3 City, 1952. Etching and aquatint, plate: 16 ¾ x 14 in. (42.5 x 35.6 cm); sheet: 22 5/8 x 18 in. (57.5 x 45.7 cm). Philadelphia Museum of Art. Purchased with the Thomas Skelton Harrison Fund, 1952 (1952-31-29). Courtesy Doris Seidler Estate.]Doris Seidler, Luna Composition No. 3 City, 1952. Etching and aquatint, plate: 16 ¾ x 14 in. (42.5 x 35.6 cm); sheet: 22 5/8 x 18 in. (57.5 x 45.7 cm). Philadelphia Museum of Art. Purchased with the Thomas Skelton Harrison Fund, 1952 (1952-31-29). Courtesy Doris Seidler Estate.
    
    

    
    [image: Doris Seidler, Improbable Hound, 1952. Engraving with burin and power drill, plate: 4 x 11 15/16 in. (10.1 x 30.3 cm); sheet: 4 13/16 x 12 13/16 in. (12.3 x 32.5 cm). Doris Seidler Estate, New York. Courtesy Doris Seidler Estate.]Doris Seidler, Improbable Hound, 1952. Engraving with burin and power drill, plate: 4 x 11 15/16 in. (10.1 x 30.3 cm); sheet: 4 13/16 x 12 13/16 in. (12.3 x 32.5 cm). Doris Seidler Estate, New York. Courtesy Doris Seidler Estate.
    
    
    
    
    	Life Dates
    	1912-2010
    

    
    	Place of Birth
    	London, England
    

    
    	Place of Death
    	Great Neck, NY, USA
    

    
    	Birth Name
    	Doris Falkoff
    

    
    

    Born in London, England, Doris Falkoff was the oldest child of Jenny and Isadore Falkoff.1 In 1935 she married Bernhard Seidler, a Jewish immigrant almost eighteen years her senior who had established himself as a fur trader. Two years later, in 1937, the couple welcomed the birth of their only child, David. Fearing the spread of the continental conflict to England, the Seidlers sailed for the United States in June 1940, shortly after the Battle of Dunkirk. The family tried living in England following the end of the war, but returned to the United States in 1947 and settled permanently in Great Neck, New York. Seidler, who had dabbled as an amateur artist, found her way to Atelier 17 in 1950 and remained affiliated with the studio until 1953. Her earliest intaglio prints combine the fractured planes of cubism with the dreamlike visions of surrealism. As she gained technical competence, she excelled in building layers of textures to produce abstractions, cityscapes, and “moonworlds,” the latter a particular fascination. The camaraderie among Atelier 17’s members and their shared sense of purpose served as great motivators for Seidler.2 She formed friendships with Dorothy Dehner, Minna Citron, and Jan Gelb, among others, and participated in a loose network of printmakers based in the Great Neck area that included Dolly Perutz, Pauline Astor, and Agnes Karlin Mills. After Atelier 17, Seidler turned her attention to woodcuts. She very actively exhibited her prints during the 1950s and 1960s, including many group shows and her first solo show of prints at Wittenborn Gallery in 1954.

    
    Archives

    Doris Seidler papers, New York, New York

    
    
    Selected Bibliography

    Affleck, Roy. “Collage Creations.” Sussex Gazette, September 19, 1991.

    “Art in New York: Uptown.” Time, March 20, 1964.

    Exhibition of Copper Engravings & Aquatints by the American Graphic Artist Doris Seidler. Great Yarmouth, England: Great Yarmouth School of Arts & Crafts, 1956.

    McNay, Michael. “Doris Seidler Obituary.” The Guardian, December 12, 2010.

    Polier, Betsy. “Seidler at Roko.” Park East, March 19, 1964.

    Preston, Stuart. “Doris Seidler.” New York Times, March 21, 1964.

    Rabinowitz, Lisa Weinberg. “The Web of Experiences: Printmaking in the United States.” Ed.D., Columbia University Teachers College, 1977.

    Seidler, Doris. “Douglass Howell – Papermaker.” Impression, no. 4 (Fall 1958): 6–9.

    Wishart, Lutrelle. “Art in Asheville.” Asheville Citizen-Times, September 27, 1964.

    
    
    Notes

    

    
    	Susan Stedman, manager of Seidler’s estate, has facilitated access to important archival materials and the artist’s work. ↩

    	Lisa Weinberg Rabinowitz, “The Web of Experiences: Printmaking in the United States” (EdD diss., Columbia University Teachers College, 1977), 37. ↩

    

    
     
    
    
        
    
    
        
    
    86.  Muriel Sharon

    

    
    [image: Irene Nothmann, photograph of Muriel Sharon, ca. 1960s. Courtesy estate of Irene Nothmann.]Irene Nothmann, photograph of Muriel Sharon, ca. 1960s. Courtesy estate of Irene Nothmann.
    
    
    
    
    	Life Dates
    	1918-1996
    

    
    	Place of Birth
    	Lakewood, OH, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Muriel Schochen
    

    
    

    Muriel Sharon (née Schochen) was born in Lakewood, Ohio, a suburb of Cleveland.1 She was the second daughter of Benjamin Schochen and Ella Schwarz, both immigrants from Russia, and her father was a clothing merchant. She graduated in 1941 with a BS in Education from Western Reserve University (now Case Western University) and moved to New York City by the mid-1940s where she studied dance at the American School of Ballet and Martha Graham’s School of Dance (Graham apparently urged her to change her surname from Schochen to Sharon). Beginning in 1947, she became the director of the Children’s Drama Department of the YM-YWCA (now 92^nd^ Street Y) and remained its director until the early 1970s. Briefly, Sharon enrolled at Atelier 17 in the spring of 1952, appearing in Peter Grippe’s student ledger book.2 There befriended other artists who were interested in dance, like Christine Engler.3 Sharon purchased four small copper plates at Atelier 17, but no impressions taken from them are known to survive. In 1956, Sharon married the artist and art critic Sidney Tillim, cementing her lifelong ties to the visual arts community. She was clearly artistically inclined—there are doodles on envelopes and cards preserved in her papers at the New York Public Library—and she remained an important figure in the theater world.

    
    Archives

    Muriel Sharon papers, T-Mss 2000-039, Billy Rose Theatre Division, The New York Public Library.

    
    
    Notes

    

    
    	Muriel Sharon’s papers at the New York Public Library’s Billy Rose Theatre Division include biographical information about Sharon’s academic and professional experiences. ↩

    	Student ledger book, p. 37, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	Muriel Sharon’s papers at the NYPL include three beautiful color engravings of dancers by Engler. See Muriel Sharon Papers, box 27, folder 1. ↩

    

    
     
    
    
        
    
    
        
    
    87.  Elaine Stevens

    

    
    [image: Elaine Stevens, Nude in the Desert, 1946. Engraving, soft ground etching, gauffrage, plate: 8 7/8 x 14 ¾ in., sheet: 13 1/8 x 20 in. Courtesy Dolan/Maxwell.]Elaine Stevens, Nude in the Desert, 1946. Engraving, soft ground etching, gauffrage, plate: 8 7/8 x 14 ¾ in., sheet: 13 1/8 x 20 in. Courtesy Dolan/Maxwell.
    
    

    
    [image: Elaine Stevens, Stellar Landscape, 1946. Engraving and etching, plate: 4 3/8 x 6 1/16 in., sheet: 9 x 12 in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Elaine Stevens, Stellar Landscape, 1946. Engraving and etching, plate: 4 3/8 x 6 1/16 in., sheet: 9 x 12 in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    In 1946, Elaine Stevens made at least two prints at Atelier 17, which were once in the collection of Stanley William Hayter. In the first, Nude on the Desert, a stylized nude lays across the print’s lower margin—simultaneously shown from behind and in profile—and looks, rather uninterestedly, at a pyramid form and bird flying overhead. The flowing curves of the nude’s body and the dark shadows under her body reveal Stevens’s skill with the burin. The totally abstract Stellar Landscape, by contrast, features heavy, dark lines, which come from the artist etching the plate deeply in acid. Taken together, the prints invite the question of what else this talented artist might have accomplished as a printmaker. Unfortunately, nothing further is known about Stevens’s life or artistic career, if she pursued one professionally.

     
    
    
        
    
    
        
    
    88.  Mollie Tureske

    

    
    [image: Unidentified photographer, Molly Tureske sculpting with wire, ca. 1955 Courtesy David Hall Fine Art.]Unidentified photographer, Molly Tureske sculpting with wire, ca. 1955 Courtesy David Hall Fine Art.
    
    

    
    [image: Unidentified photographer, Molly Tureske admiring her wire sculptures, ca. 1955 Courtesy David Hall Fine Art.]Unidentified photographer, Molly Tureske admiring her wire sculptures, ca. 1955 Courtesy David Hall Fine Art.
    
    

    
    [image: Mollie Tureske, Provincetown Harbor Forms, 1956-58. Oil on paper, 24 . 19 in. Courtesy David Hall Fine Art.]Mollie Tureske, Provincetown Harbor Forms, 1956-58. Oil on paper, 24 . 19 in. Courtesy David Hall Fine Art.
    
    
    
    
    	Life Dates
    	1909-2002
    

    
    	Place of Birth
    	Russia
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Mollie Tureskey
    

    
    

    Mollie Tureske was born in Russia, second child of Solomon and Sarah Tureskey (note: Mollie opted to Anglicize her name in adulthood).1 Her family emigrated to the United States in the early 1910s and settled in Portland, Maine. There, her father worked as a clothing merchant, and her mother sadly died sometime before the 1930s census.2 After attending high school locally in Portland, Tureske pursued art studies at the Portland School of Fine Art (now the Maine College of Art). She also studied fashion art in Boston at an unknown school. After moving to New York City, Tureske worked as a teacher at the Stuyvesant Neighborhood House, a Jewish settlement house at 74 St. Marks Place, and the Bentley School, a private elementary school in Manhattan. By 1946, she was living in the heart of Greenwich Village, at 309 West Fourth Street, just blocks away from Atelier 17’s classroom at the New School and its second location on East Twelfth Street.3 She began working at Atelier 17 in 1946 and exhibited with the group at the Laurel Gallery in 1949 with an engraving and soft ground etching titled Floating. Unfortunately, this print and others by Tureske have not been located. In addition to Atelier 17, she studied with Hans Hofmann, spending several summers during the 1950s at his school in Provincetown. By the mid-1950s, Tureske concentrated primarily on making whimsical wire sculpture, reminiscent of Alexander Calder’s wire creations. These large sculptures were both stand-alone pieces, but also found a place in the store windows of upscale clothing stores like Bergdorf Goodman, Gunther Jaeckel, Forstmann Woolens, and also in theatrical contexts as stage settings.4 Turekse continued to live in New York City for the remainder of her life, residing at the Westbeth Artists House, though nothing further is known about her artistic activities.

    
    Notes

    

    
    	A biography written by David Hall, owner of David Hall Fine Art, based in Wellesley, MA, outlines the major chronology of Tureske’s life. Unless otherwise cited, biographical information comes from Hall’s research. Hall purchased a group of Tureske’s work after her death from her niece or nephew. ↩

    	Early biographical details courtesy of census records: 1920, Census Place: Portland Ward 2, Cumberland, Maine; Roll: T625_639; Page: 28A; Enumeration District: 31; 1930, Portland, Cumberland, Maine; Page: 6B; Enumeration District: 0038; FHL microfilm: 2340565. ↩

    	Ancestry.com. U.S. City Directories, 1822-1995. Provo, UT: Ancestry.com Operations, Inc., 2011. ↩

    	“‘Orpheus in the Underworld’ Premiere Set for Music CIrcus,” The Central New Jersey Home News, August 16, 1953, 11; Joan Danforth, “Artist Draws with Wire for Airy Sculpturing,” New York Herald Tribune, July 11, 1955, 12. ↩

    

    
     
    
    
        
    
    
        
    
    89.  Sylvia Wald

    

    
    [image: Unidentified photographer, Sylvia Wald, ca. 1970. Courtesy The Sylvia Wald and Po Kim Art Gallery.]Unidentified photographer, Sylvia Wald, ca. 1970. Courtesy The Sylvia Wald and Po Kim Art Gallery.
    
    

    
    [image: Sylvia Wald, Cold Wind, 1956. Screenprint and collage, sheet: 22 1/16 × 28 1/8 in. (56 × 71.4 cm). Yale University Art Gallery, New Haven, Conn., James N. Heald II, 2008.220.22. Courtesy The Sylvia Wald and Po Kim Art Gallery.]Sylvia Wald, Cold Wind, 1956. Screenprint and collage, sheet: 22 1/16 × 28 1/8 in. (56 × 71.4 cm). Yale University Art Gallery, New Haven, Conn., James N. Heald II, 2008.220.22. Courtesy The Sylvia Wald and Po Kim Art Gallery.
    
    
    
    
    	Life Dates
    	1915-2011
    

    
    	Place of Birth
    	Philadelphia, PA, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Sylvia Wald
    

    
    

    The noted abstract painter and printmaker, Sylvia Wald, is known primarily in the field of printmaking for her expressive, colorful, and tactile screenprints of the 1940s and 1950s, and later for her large-scale woodcuts of the 1960s.1 According to Peter Grippe’s student ledger book, Wald was at Atelier 17 in May and June of 1952, where she experimented with engraving on the three metal plates she purchased (one small zinc plate, 5 ½ x 7 in., and two copper plates both measuring 14 x 8 in.).2 It appears that Wald never exhibited any of these intaglio plates in the period’s many group printmaking exhibitions and, quite unfortunately, no impressions are known to exist today.3 Further research could help uncover why Wald sought out instruction for engraving and what impact, if any, the experience of working at Atelier 17 had on her later career and her professional network.

    
    Archives

    The Sylvia Wald & Po Kim Gallery, New York, NY

    
    
    Notes

    

    
    	For an extensive survey of Wald’s printmaking career, see David Acton, Sylvia Wald: Abstract Expressionist Works on Paper (New York: Hirschl & Adler Galleries, Inc., 1993). ↩

    	Student ledger book, p. 40, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	The catalogue raisonné of Wald’s prints in Acton, 40-46, only accounts for screenprints and woodcuts. The Sylvia Wald & Po Kim Gallery, a foundation set up by Wald and her husband, also has no record of any intaglio prints. Christina Weyl, telephone conversation with Ann Thurmond, Assistant Director, The Sylvia Wald & Po Kim Gallery, October 23, 2018. ↩

    

    
     
    
    
        
    
    
        
    
    90.  Amy Waters

    

    
    [image: Amy Waters, City Street, 1954. Etching, plate: 7 3/16 x 10 ¼ in., sheet: 10 x 13 in. Courtesy Dolan/Maxwell.]Amy Waters, City Street, 1954. Etching, plate: 7 3/16 x 10 ¼ in., sheet: 10 x 13 in. Courtesy Dolan/Maxwell.
    
    
    
    
    	Life Dates
    	unknown
    

    
    	Place of Birth
    	unknown
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	unknown
    

    
    

    According to the Grippe student ledger book, Amy Waters paid tuition at Atelier 17 in September 1953 to January 1954 and purchased a couple of small zinc plates.1 She is listed as living at 246 West Tenth Street. Stanley William Hayter owned an impression of her color aquatint City Street (1954). Nothing further is known about Waters.

    
    Notes

    

    
    	Student ledger book, p. 24, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    

    
     
    
    
        
    
    
        
    
    91.  Sybilla Mittell Weber

    

    
    [image: Sybilla Mittell Weber, Tropical, 1952. Etching, 28.5 x 25.4 cm. Library of Congress, Washington, D.C.]Sybilla Mittell Weber, Tropical, 1952. Etching, 28.5 x 25.4 cm. Library of Congress, Washington, D.C.
    
    
    
    
    	Life Dates
    	1892-1957
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Sybilla Mittell
    

    
    

    Sybilla Mittell was born in New York, second child and only daughter of German transplants Philip and Anna Mittell. Her father was a musician, and transportation records show the family traveled frequently between the United States and Europe when she was a child.1 The first recorded evidence of her artistic activities occurred in 1915, when she exhibited an oil painting at the MacDowell Club in New York City.2 She pursued studies in Munich with Alfons Purtscher, known for his specialty in animal paintings, and in New York with Joseph Pennell (1924-25 academic year), who established the printmaking program at the Art Students League.3 Sybilla Mittell Weber—the name she used professionally after marriage in 1921 to the Austrian chemist, Lothar Emil Weber—eventually combined her two teachers’ areas of interest, and she became a noted specialist in prints of animals. In 1937, she won the prestigious Charles M. Lea prize, awarded at the print annual of the Philadelphia Print Club, for her drypoint of whippets entitled Racing II (1936).4 In addition to solo exhibitions at the Milch Gallery (1932) and the Kleeman Gallery (1937), Mittell Weber showed her prints frequently in print annuals across the United States. She was a longtime member of the Society of American Etchers (later the Society of American Graphic Artists). Although her approach was decidedly traditional, Mittell Weber pursued instruction at Atelier 17 in the spring of 1952, presumably because she wanted to learn engraving—most of her prints, up to this point, were etchings or drypoints.5 Shortly after her affiliation with Atelier 17, the artist exhibited a color engraving of two flamingos, titled Tropical, in SAGA’s annual and the Second Print Annual at the Portland Museum of Art (1953). Mittell Weber died in 1957 in her hometown of New York City.

    
    Selected Bibliography
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    Notes

    

    
    	Biographical information courtesy 1920 census, Yonkers Ward 8, Westchester, New York; Roll: T625_1281; Page: 21B; Enumeration District: 256, and two travel databases: Staatsarchiv Hamburg, Hamburg Passenger Lists, 1850-1934 (Provo, UT: Ancestry.com Operations, Inc., 2008) and Ancestry.com. New York, Passenger and Crew Lists (including Castle Garden and Ellis Island), 1820- 1957 (Provo, UT: Ancestry.com Operations, Inc., 2010). ↩

    	“The World of Art,” The Brooklyn Daily Eagle, December 29, 1915, 24. ↩

    	Peter Hastings Falk, ed., Who Was Who in American Art, vol. III: P-Z (Madison, CT: Sound View Press, 1999), 3492. See also student registration cards, Art Students League of New York. ↩

    	Mittell Weber’s prize-winning drypoint, Racing II, is illustrated in C. H. Bonte, “Print Club’s Annual Show by the Etchers of America,” Philadelphia Inquirer, April 18, 1937, 87. ↩

    	Student ledger book, p.39, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    

    
     
    
    
        
    
    
        
    
    92.  Pennerton West

    

    
    [image: Consuela Kanaga, portrait photograph of Pennerton West, ca. 1950s. © Consuela Kanaga estate. Image courtesy Stuart Friedman, New York School Art Gallery.]Consuela Kanaga, portrait photograph of Pennerton West, ca. 1950s. © Consuela Kanaga estate. Image courtesy Stuart Friedman, New York School Art Gallery.
    
    

    
    [image: Pennerton West, Eskootal, c.1945. Etching, plate: 11 ¾ x 8 ¾ in, sheet: 15 ¾ x 11 3/8 in. Courtesy Dolan/Maxwell.]Pennerton West, Eskootal, c.1945. Etching, plate: 11 ¾ x 8 ¾ in, sheet: 15 ¾ x 11 3/8 in. Courtesy Dolan/Maxwell.
    
    

    
    [image: Pennerton West, Morning Joy (alternately titled Carnival), ca. 1950. Engraving, plate: 9 x 6 in., sheet: 14 13/16 x 11 ¼ in. Courtesy Dolan/Maxwell.]Pennerton West, Morning Joy (alternately titled Carnival), ca. 1950. Engraving, plate: 9 x 6 in., sheet: 14 13/16 x 11 ¼ in. Courtesy Dolan/Maxwell.
    
    
    
    
    	Life Dates
    	1913-1965
    

    
    	Place of Birth
    	New York, NY, USA
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Pennerton West
    

    
    

    Pennerton West, a descendant of the American history painter Benjamin West, was born in New York. Not much is known about her early personal life, since both West and her husband, Dr. John Herma, a psychologist who studied human resources at Columbia University, died in their fifties and had no children.1 Her artistic training took place in the 1930s at the Art Students League, Cooper Union, and Hans Hofmann’s school. West came to Atelier 17 around 1946 and became proficient with the studio’s key techniques. In Hayter’s introduction to the studio’s show at Leicester Galleries in March 1947, he praised West for exploiting biting out, a technique in which areas of the plate are left unvarnished and exposed to strong acid bite.2 The resulting effect was quite expressive and produced high, white relief markings on the printed sheet, as seen in [On Such a Night]{.underline} (1946). During this period West also earned a name for herself as an abstract artist. Her first solo exhibition at the Norlyst Gallery in March 1947 included paintings, drawings, and Atelier 17 prints.3 Although the Norlyst show was not a resounding critical success, West earned another solo show in September 1951 at the newly founded Tibor de Nagy Gallery, and critics praised her expressive painting style. As a result of this show, MoMA’s International Council purchased her impressive seven-print portfolio made at Atelier 17.4 At some point, West and Herma moved to a home near Mohegan Lake in Westchester County, New York, where her family owned property. West remained close with a few Atelier 17 colleagues, especially Worden Day, whom she let work in a barn on her property and store several large tree logs that Day used for her mandala prints.5 Before her death in 1965, West had a few additional solo shows at Tibor de Nagy (1953), Condon Riley (1958), and Willard-Lucien Gallery (1960).

    
    Selected Bibliography
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    Notes

    

    
    	An amusing syndicated newspaper article profiles the twenty-four-year-old West, who was then driving a taxi in New York and wrangling drunken passengers. Mary Margaret McBride, “Do Unexpected Thing,” Decatur Daily Review, August 23, 1935, 15. ↩

    	Stanley William Hayter, Atelier 17: New Etchings and Engravings by Members of the Group (London: The Leicester Galleries, 1947), 9. ↩

    	Judith Kaye Reed, “Pennerton West Abstracts,” Art Digest 22 (October 15, 1947): 34; and “Pennerton West,” Art News 46 (November 1947): 58. ↩

    	The Museum of Modern Art, New York deaccessioned the portfolio in 2000 and donated it to the Zimmerli Art Museum at Rutgers, New Brunswick, N.J., where it is the only known complete set in existence. ↩

    	Worden Day to Una Johnson, August 2, 1959, Records of the Department of Prints, Drawings, and Photographs (1878–2001), Brooklyn Museum, New York. West also offered her barn to the young artist Paul Resika, who grew up in nearby Mohegan Lake. Paul Resika, telephone interview with Christina Weyl, February 12, 2017. Resika also spoke about West in his interview with Jennifer Samet, October 31, 2002, p. 16. ↩

    

    
     
    
    
        
    
    
        
    
    93.  Anne Wienholt

    

    
    [image: Unidentified photographer, Anne Wienholt, ca. 1940s. Courtesy estate of the artist.]Unidentified photographer, Anne Wienholt, ca. 1940s. Courtesy estate of the artist.
    
    

    
    [image: Anne Wienholt, Wind, Bird and Other Northern Fauna, 1948. Etching and aquatint, 9 ¾ x 17 7/8 in. (24.8 x 45.4 cm). Brooklyn Museum, New York. Dick S. Ramsay Fund, 50.35. Courtesy estate of the artist.]Anne Wienholt, Wind, Bird and Other Northern Fauna, 1948. Etching and aquatint, 9 ¾ x 17 7/8 in. (24.8 x 45.4 cm). Brooklyn Museum, New York. Dick S. Ramsay Fund, 50.35. Courtesy estate of the artist.
    
    

    
    [image: Anne Wienholt, The Scottish Tragedy, 1948. Engraving, plate: 10 ¾ x 12 ¾ in. (27.3 x 32.4 cm); paper: 13 x 15 ¼ in. (33 x 38.7 cm). Collection estate of the artist. Courtesy estate of the artist.]Anne Wienholt, The Scottish Tragedy, 1948. Engraving, plate: 10 ¾ x 12 ¾ in. (27.3 x 32.4 cm); paper: 13 x 15 ¼ in. (33 x 38.7 cm). Collection estate of the artist. Courtesy estate of the artist.
    
    

    
    [image: Anne Wienholt, Vase of Flowers, 1950. Engraving, soft ground etching, and aquatint, plate: 5 7/8 x 4 ½ in., sheet: 10 5/16 x 7 7/8 in. Courtesy estate of the artist and Dolan/Maxwell.]Anne Wienholt, Vase of Flowers, 1950. Engraving, soft ground etching, and aquatint, plate: 5 7/8 x 4 ½ in., sheet: 10 5/16 x 7 7/8 in. Courtesy estate of the artist and Dolan/Maxwell.
    
    
    
    
    	Life Dates
    	1920-2018
    

    
    	Place of Birth
    	Leura, Australia
    

    
    	Place of Death
    	Larkspur, CA, UA
    

    
    	Birth Name
    	Anne Wienholt
    

    
    

    Born in Leura, Australia, Wienholt received her earliest art training with William Dobell at the East Sydney Technical College—also Margaret Cilento’s alma mater—between 1938 and 1941.1 After graduation, she developed a unique expressive style of portraiture and figure painting that won critical notice. Wienholt exhibited widely, having her first solo show in 1942 at the Macquarie Galleries in Sydney, and wrote and illustrated stories for several Australian magazines and newspapers. She lived for some time at Merioola, a bohemian artists’ colony located in Woollahra, and in 1945 she won the New South Wales Traveling Art Scholarship, which provided a generous three-year stipend. Arriving in New York in January, she enrolled in Yasuo Kuniyoshi’s life class at the Art Students League and learned of Hayter’s downtown workshop, which she joined shortly after VE Day.2 Wienholt’s prints garnered critical praise: she was included in the Brooklyn Museum’s National Print Annual Exhibition in 1948, and later won purchase prizes at Brooklyn for Rock Pippit and Wind, Bird, and Other Northern Fauna in 1949 and 1950, respectively.3 In the latter, a semiabstract bird rises powerfully from a mountainous landscape, surrounded by other bird-like forms. Influenced by both Hayter and Rufino Tamayo, another of her teachers in New York, she remained committed to figurative abstraction. She produced more than twenty prints during this period, and the National Gallery of Australia holds a strong collection of these works. While in New York, Wienholt had a solo show of paintings at the Carl Ashby Gallery (1948). She married the Japanese cabinetmaker Masato Takashige, and the couple settled in Marin County, California, where she practiced painting and sculpture while raising three daughters.4
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    Notes

    

    
    	The best source of information about Wienholt is Jude Savage, “Atelier 17 and Australian Women Artists in New York: Margaret Cilento at Home and Abroad, 1946-1965” (M.A. thesis, The Australian National University, 1995). ↩

    	Student registration card, Art Students League of New York. ↩

    	She received positive press coverage at home, too. Sydney Ure Smith, “Recent Prints by Anne Wienholt,” in Art and Design (Sydney: Ure Smith Pty., 1949), 20–21. ↩

    	In the winter of 2019, Wienholt’s daughters, Hanna Takashige, Sara Bettini, and Janeko Bower, launched a website for their mother’s art. They also organized a retrospective show at the College of Marin’s Fine Arts Gallery (June 17-July 3, 2019), described in this article from the Marin Independent Journal. Takashige authored a story about growing up, available through the website Eat, Darling, Eat. ↩

    

    
     
    
    
        
    
    
        
    
    94.  Sara Winston

    

    
    [image: Sara Winston, Submerged Woman, (undated, cal 1950). Etching, plate: 16 ¾ x 13 ¾ in., sheet: 19 ½ x 16 ¾ in. Courtesy Dolan/Maxwell, Philadelphia, PA.]Sara Winston, Submerged Woman, (undated, cal 1950). Etching, plate: 16 ¾ x 13 ¾ in., sheet: 19 ½ x 16 ¾ in. Courtesy Dolan/Maxwell, Philadelphia, PA.
    
    
    
    
    	Life Dates
    	ca. 1922-unknown
    

    
    	Place of Birth
    	New Jersey, USA
    

    
    	Place of Death
    	unknown
    

    
    	Birth Name
    	Sara Weinstein
    

    
    

    Not much is known about Sarah Winston’s life or artistic activities. According to the student ledger book that Peter and Florence Grippe maintained, Winston was quite actively making prints at Atelier 17 between approximately December 1952 and May 1954.1 The only located print by Winston, Submerged Woman, was preserved in Stanley William Hayter’s personal collection of exchanged prints. Winston exhibited another print titled Space Loops extensively in print annuals in the mid-1950s, but no surviving impressions of this print are known today. In the Grippe ledger book, Winston is listed as living in South Orange, New Jersey, which aligns with a student registration card found at the Art Students League for Sara Weinstein (later Winston), who began taking life drawing classes with Robert B. Hale in September 1950.2 Given this data point, Winston may have been the daughter of Russian immigrants Benjamin and Yetta Weinstein of Newark, New Jersey, which would place her birth year around 1922. Winston may also have been married Larry Winston, another artist on Atelier 17’s roster, but this fact is unconfirmed.

    
    Notes

    

    
    	Student ledger book, p. 55, Allentown Art Museum/Grippe Collection, Allentown, Penn. ↩

    	Student registration card, alphabetized under “Sara Winston,” Art Students League of New York. ↩

    

    
     
    
    
        
    
    
        
    
    95.  Madeleine Wormser Gekiere

    

    
    [image: Unidentified photographer, Madeleine Wormser Gekiere, ca. 1950s. Courtesy of the blog “Vintage Children’s Books My Kid Loves.”]Unidentified photographer, Madeleine Wormser Gekiere, ca. 1950s. Courtesy of the blog “Vintage Children’s Books My Kid Loves.”
    
    

    
    [image: Madeleine Wormser Gekiere, Family Tree, 1955. Ink, 12 ½ x 11 in. The Baltimore Museum of Art: Gift of Doris Meltzer and the National Serigraph Society, BMA 1955.230. Photography by: Mitron Hood]Madeleine Wormser Gekiere, Family Tree, 1955. Ink, 12 ½ x 11 in. The Baltimore Museum of Art: Gift of Doris Meltzer and the National Serigraph Society, BMA 1955.230. Photography by: Mitron Hood
    
    
    
    
    	Life Dates
    	1919-2014
    

    
    	Place of Birth
    	Zurich, Switzerland
    

    
    	Place of Death
    	New York, NY, USA
    

    
    	Birth Name
    	Marie Madeleine Wormser
    

    
    

    Marie Madeleine Wormser was born in Zurich, Switzerland. Though she was not a practicing Jew, she fled Switzerland due to fears of religious persecution from the Nazis.1 She graduated high school in 1938, and her family moved to England, where she studied briefly at the Slade School.2 Together with her parents, Richard and Erna, she emigrated to the United States in the summer of 1940. In New York, she aspired to be a fashion artist and studied at the Art Students League (spring of 1941) and at the Brooklyn Museum School.3 The artist made several transatlantic voyages back to Europe in the mid-1940s, but she ultimately became naturalized American citizen in 1945.4 She had her debut exhibition at the Bonestell Gallery in March 1948, where she showed bright canvases that Judith Kay Reed of Art Digest praised as bright and modernist, influenced by Cubism but still marked by “personal distinction.”5 Wormser became a member of Atelier 17 sometime before the studio’s group show at the Laurel Gallery in 1949, when she exhibited an engraving and soft ground etching titled Two Ladies. Although no surviving impressions of the artist’s prints have been located, it is clear that the linearity of engraving appealed to her given her ensuing work in book illustration. She is best known under her married name, Gekiere, as the illustrator of many children’s books, plays, and poetry volumes, including most famously the illustrations for Ray Bradbury’s Switch on the Night (1955).6 Gekiere also made experimental films in the 1970s and 1980s and taught for many years at City College of New York.7
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    Notes

    

    
    	In her interview with Burgin Streetman, Wormser Gekiere stated, “It looked liked Switzerland might be invaded. We were Jews, not in any sense of believing, but as you know, the Germans didn’t make a difference.” Burgin Streetman, “Meet Madeleine Gekiere,” June 12, 2012, accessed November 3, 2018. ↩

    	The Slade School of Fine Art does not have a registry file or index card for Marie Madeleine Wormser. Because she was there during the war, when the school was evacuated to Oxford, it is possible the records are lost. It is also possible she only took a handful of evening classes and never registered as a student. Robert Winckworth, Senior Library Assistant, UCL Special Collections, to Christina Weyl, November 14, 2018. ↩

    	Streetman, “Meet Madeleine Gekiere.” Student registration card, Art Students League of New York. ↩

    	New York, Index to Petitions for Naturalization filed in New York City, 1792-1989 (Provo, UT: Ancestry.com Operations, Inc., 2007). ↩

    	Judith Kaye Reed, “Madeleine Wormser Debuts,” Art Digest, March 1, 1948, 24–25. ↩

    	Nothing much is known about Chicago-born René-Gustave Gekiere. His parents were transplants from Belgium, and in the 1930s census he is listed as a salesman in the field of “fanning.” ↩

    	Three of Wormser Gekiere’s films are in the collection of the New York Public Library: Three Accelerations (M16 2543 T), Horizontal Transfer (M16 A-355 H), and The Breakable Spaces between (M16 3636 B). ↩

    

    
     
    
    
        
    
    
        
    
    96.  Catherine Yarrow

    

    
    [image: Unidentified photographer, portrait of Catherine Yarrow, ca. 1930s. Courtesy Estate of Catherine Yarrow.]Unidentified photographer, portrait of Catherine Yarrow, ca. 1930s. Courtesy Estate of Catherine Yarrow.
    
    

    
    [image: Catherine Yarrow, Head With Stars, 1935. Etching and aquatint, 10 ¼ x 7 7/8 in. (26 x 20 cm). Courtesy, Austin Desmond Fine Art, London and Estate of Catherine Yarrow.]Catherine Yarrow, Head With Stars, 1935. Etching and aquatint, 10 ¼ x 7 7/8 in. (26 x 20 cm). Courtesy, Austin Desmond Fine Art, London and Estate of Catherine Yarrow.
    
    

    
    [image: Catherine Yarrow, Not What I Want, 1935. Etching and aquatint, 7 ½ x 7 1/8 in. (19 x 18 cm). Courtesy of Carla Esposito, Rome, and and Estate of Catherine Yarrow.]Catherine Yarrow, Not What I Want, 1935. Etching and aquatint, 7 ½ x 7 1/8 in. (19 x 18 cm). Courtesy of Carla Esposito, Rome, and and Estate of Catherine Yarrow.
    
    
    
    
    	Life Dates
    	1904-1990
    

    
    	Place of Birth
    	Harpenden, England
    

    
    	Birth Name
    	Catherine Yarrow
    

    
    

    British-born Catherine Yarrow was active during Atelier 17’s initial years in Paris and after its move to New York.1 During her twenties, Yarrow moved peripatetically and was living, at times, in London, Paris, Italy, and Spain, and making an around-the-world trip with her mother. By the late 1920s, Yarrow had settled in Paris where she befriended many of the Surrealists, including Alberto Giacometti. In addition to studying with the Spanish ceramic artist Josep Llorens i Artigas, Yarrow also experimented with printmaking at Atelier 17. Although she did not participate in any of Atelier 17’s group exhibitions during the studio’s time in Paris, there are many extant prints from the 1930s, including Not What I Want (1935) and Head with Stars (1935).2 She fled Paris in 1940 with the Nazi’s invasion, and ended up in New York by 1941 where she reconnected with the network of Surrealist artists, who now congregated around the New School for Social Research. She was close friends, for a time, with fellow Atelier 17 participant Louise Bourgeois, who immortalized their falling-out in her sculpture Portrait of C.Y. (1947-8, National Gallery of Canada).3 Yarrow made a few prints at Atelier 17 during the early 1940s, one of which titled Three Witches (1944) she exhibited with the Atelier 17 group at the Willard Gallery (1945). Another print from her time in Paris, titled Head (1936), was exhibited in New Directions in Gravure (1944) at the Museum of Modern Art. Unfortunately, most of Yarrow’s prints from the 1940s were lost in an apartment fire in December 1945.4 The artist ultimately returned to Europe in 1948, where she established a studio in London and continued to produce ceramics until her death in 1990. Yarrow also made monoprints during the 1950s, showing the lasting influence of Atelier 17.

    
    Notes

    

    
    	The website established by Mary Ann Ephgrave, executor of Yarrow’s estate, contains excellent information about the artist. Accessed November 9, 2018: http://www.catherineyarrow.com. ↩

    	Stanley William Hayter preserved an impression of Not What I Want in his personal collection. The catalogue from a 2012 exhibition of Yarrow’s work contains numerous other examples of her prints from the 1930s. Piers Worth, Not What I Want (London: Austin/Desmond Fine Art, 2012). ↩

    	The appendix in the Austin/Desmond Fine Art’s 2012 catalogue provides more context for the relationship between Yarrow and Bourgeois. See Worth, 60–62. ↩

    	Mary Ann Ephgrave, executor of Catherine Yarrow’s estate, to Christina Weyl, October 26, 2012. ↩

    

    
     
    
    
        
    
    
        
    
    97.  Doris Yokelson

    

    
    
    
    
    
    
    	Life Dates
    	born 1930
    

    
    	Place of Birth
    	Brooklyn, NY, USA
    

    
    	Birth Name
    	Doris Yokelson
    

    
    

    Doris Yokelson was born in Brooklyn, New York, the daughter of a Jewish immigrant who had fled religious pogroms in Russia at the turn of the century.1 As a young girl, she discovered the wonders of museums in New York City through free admission and admits she “lived” at the Museum of Modern Art, where she saw work by Josef Albers and Marcel Duchamp. Between 1947 and 1951, Yokelson attended Syracuse University where she majored in art and took coursework in lithography and intaglio. After graduation, she returned to New York City along with a few classmates—including friend and fellow Atelier 17 member Lois Hall DeLuca—to explore the arts scene.2 By day, she worked at an advertising agency and eventually a direct mail company. By night, she did a lot of “hanging out” in Greenwich Village hot spots like the White Horse Tavern and Minetta Tavern. She became a member of Atelier 17, definitely by spring of 1952, if not sooner.3 By the summer of 1954, Yokelson had saved enough money to travel to Europe on a Liberty ship. She intended to stay a few months, but ended up staying four years, visiting Edinburgh, London, Florence, and finally Germany, where she worked in a pottery studio. Yokelson still has a studio and paints often.

    
    Notes

    

    
    	Unless otherwise cited, all biographical information comes from a telephone conversation between Doris Yokelson and Christina Weyl, October 15, 2016. ↩

    	Yokelson’s friends included Caroline Karpinski, who was a curator in the Metropolitan Museum of Art’s Department of Prints. ↩

    	Student ledger book, p. 41, Allentown Art Museum/Grippe Collection, Allentown, Penn. The ledger records that Yokelson paid tuition for Spring 1952, but only attended in February and March. She missed April and May and made up the two months in the fall. Yokelson does not recall knowing Peter Grippe and believes she was working at Atelier 17 earlier than this ledger book suggests. It is possible she was attending courses under Jim Kleege’s tenure in Fall 1951, a time for which no workshop records exist. She and Lois Hall DeLuca also both have strong memories of working at Atelier 17 when Hayter was around. ↩

    

    
     
    
    
        
    
    
        
    
    Contributors

    
    	Christina Weyl

    

    Christina Weyl received her BA from Georgetown University (2005) and completed her masters and doctorate in Art History at Rutgers University (2012, 2015). Her first book, The Women of Atelier 17: Modernist Printmaking in Midcentury New York, follows eight women, who worked at the avant-garde printmaking workshop Atelier 17 in New York between 1940 and 1955 (Yale University Press, 2019). The book reveals how Atelier 17 operated as an uncommonly egalitarian laboratory for revolutionizing print technique, style, and scale. It facilitated women artists’ engagement with modernist styles, providing a forum for extraordinary achievements that shaped postwar sculpture, fiber art, neo-Dadaism, and the Pattern and Decoration movement. Her research has been supported by the Metropolitan Museum, Getty Foundation, Mellon Foundation, and other institutional grants. She has published in Art in Print, Print Quarterly, and Archives of American Art Journal and contributed to several anthologies and exhibition catalogues. From 2014-2018, she served as Co-President of the Association of Print Scholars, a non-profit professional organization she co-founded in 2014. Prior to her graduate studies, she worked for a gallery representing the publications of the Los Angeles–based artists’ workshop Gemini G.E.L.
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