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INTRODUCTION

This exhibition was developed during the 2009 spring semester in the Graduate Printmaki}lg .course a.t ther
University of Tennessee, Knoxville. Our premise was to curate an exhibition surveying 'uses of. pru?t medladb)
contemporary artists. During the first phase of exhibition planning, each student- compiled 'd.llSt oyt j[en IE:teZS
of using print media with representative artists. Through screenings and discussions, tllesc“llsts \.\ elev c‘ob foad’
merged and revised to create a set of various categories to guide the curatorial process. Our final list was 1. “
encompassing uses of traditional print media intended for galleries and museums to vernac%ll;u.' and deTnoaa:f
uses of the multiple that function outside of art institutions. The show also includes uses of print mec?m to cr —
ate three-dimensional and installation works, as well as prints as the basis for animations. The bulk of the work
selected for the exhibition reflects the students’ own interests in various forms of self-publishing, though t-h.el‘e
are also examples of prints produced in collaboration with a master printer. Taken as a whole, the Cxlllb.ltlon
offers a survey of contemporary printmaking that is grounded in traditional approaches, while also mcludll.lg B
variety of new media and democratic forms of practice that push art out of the galleries and museums and into
the world at large.

A very useful website in planning this exhibition was Printeresting.org, which is edited by Amze Emmons,
R. L. Tillman and one of our exhibiting artists, Jason Urb
in contemporary print theory and practice.

We are grateful to the Haines-Morr

. interested
an. This is a tremendous resource for anyone interes

R . ; allery
is Endowment in the College of Arts and Sciences and the Ewing Gallery

- . . ~. Credit goes to
of Art and Architecture in the School of Art for their support for this exhibition and catalogue. Credit g

. . ) - <k for meagid itorial
Alexis Boylan, Assistant Professor of Art History and Allen Dunn, Professor of English for providing edit
suggestions to this essay. We acknowledge e

cal support for the exhibition.
We are thankful beyond words to the artists

the exhibition. While it could have be

(- S1r evtensive ’isti'
specially Cindy Spangler and Ben Wooten for their extensive log

P . Articinate in
and print studios who accepted our invitation to participate

) . . " Jieve in experi-
en possible to assemble this project as a website, we still believe in exy

encing art on a human scale as an exhibition with a printed catalogue.
Finally, we wish to acknowledge Sam Yates,

Director of the Ewing Gallery for encouraging this exhibition
based on a simil

. . o . , m
arproject that was undertaken by David F. Dreisbach and his printmaking students at Northe
llinois University in the |

970s when Sam was the gallery director there. Maybe it is a characteristic of printmal\-
ers to believe th

at something good is worth doing again.



MULTIPLE X MULTIPLE: A SURVEY OF CONTEMPORARY PRINT MEDIA

Prints, like any form of art, may be best understood in terms of their function, process and materials. Central
to the function of the print is its role as a repeated image, its multiplicity. As a multiple, print media have influ-
enced culture, society, religion and politics for over 500 years. There are several key theorists who inform OL'lr
understanding of the influence of the multiple. In the 1930s Walter Benjamin traced an evolution of ar.t media
leading from singular, ritualized art forms such as painting, to secular uses of mechanical reproduction that
emphasized the exhibition value of the multiple [1]. In the 1950s William Ivins, the first Curator of Prints ;?t the
Metropolitan Museum of Art argued for the importance of the repeated image to the deveilopment of Sf:len'ce
and technology [2]. Similarly, in the 1980s Chandra Mukerji wrote about the econon'qic ?igmﬁcance o'f prints in
fostering the economic and technological progress of the industrial revolution resulting in the new middle class

[3]. In more recent years, Hillel Schwartz has asserted that the privileging of the original is obsolete, claiming

that we now live in a culture of the copy [4]. We can see the effect and power of the multiple in the tensions that

] . i asily created and
exist today regarding the battle over copyright infringement, particularly when copies are so easily created an
disseminated through digital means.

While digital media provide unprecedented options for artists to copy, . —
the history of printmaking offers clear precedence

paste and print multiples, often times

with distribution potential on the internet that seems endless,

‘oital ar a tools and terms used
for the ways the multiple can be imbedded into contemporary digital art forms. Many of the

h i il, brush and crop tools, have their ori-
in software imaging programs, from leading, points and picas, to the pencil, brush 2 p ,

igi i me to reinvest meanin
gins in traditional media. At the same time, uses of new digital technologies have led sor g

' i centuries old. The resurgence
in traditional modes of making repeated images, sometimes using methods that are g

e i jon is one s : e. When the scanner and
of letterpress printing and screenprinting in an era of digital design is one such example 2 2

: FeSOr -copy machines to publish zines,
the laser print are so ubiquitous, we still see people using scissors, glue and photo-copy ma p

or using outd
create flyers, stickers and political graphics. The reasons for using out e e o e
i 11
varied, and include affordability, availability, phySiCﬂllY and aura. This exhibitior p
multiple, many of which employ simple, basic technologies.

> -ich ¢ -al and tec
Some of the works in this exhibition emulate the rich cultural an o e the lock of The Bibl
) . -
This is certainly the case with Barry Moser’s Pennyroyal Caxton Bible, whic

7 “historic «makers. Moser’s historical anchor is
i ini e . -ts of historic bookma
Whlle retammg tradmona] themes and h()n()l 1ng the efforts

. ichi i ith fostering th
certainly Johannes Gutenberg’s Mazarin Bible, which is often credited w g

ated technologies as a cultural medium are

hnological history of printmaking.

e Protestant Reformation

m\\“*r--

ABOVE: Detail from Support, a multi-authored collabora-
tive zine addressing issues of sexual abuse, Microcosm
Publishing, Bloomington, Indiana, 8.5 x 5.5 inches, 2002.



ABOVE: Barry Moser, “The Lovers,’

of the King James Bible, 11.5 x 7.

< I}/‘

AN

," relief engraving from the Pennyroyal Caxton Edition
25 inches,1999.

in Europe in the mid-15th century. Moveable type made it possible to print m-ultiple coPies
of The Bible, and this served to undermine the Catholic Church as the sole intermediary
with God, creating an intellectual climate for the theological writings of Martin Luther. The
Pennyroyal Caxton Bible was produced in a limited edition of only 400 copies anc} features
two specially designed fonts, custom paper, and 262 engraved illustrations that offer a c?n-
temporary interpretation of Biblical themes and subjects. Like Gutenberg’s Bible, this is a
rare and valuable multiple, and is being presented under glass for the exhibition. Fortunately
for viewers, T. K. Davis, U.T.K. Professor of Architecture, who once took drawing lessons
with Moser, has loaned his copy of the trade edition of The Pennyroyal Caxton Bible for the
exhibition. The inclusion of Moser’s work is also noteworthy for other reasons, since he was

bornand raised in Chattanooga, Tennessee, where he was a student at the Baylor School and
at the University of Tennessee at Chattanooga.

At the other end of the production scale, the exhibition includes a selection of self-

published zines. The word zine is an abbreviated form of fanzine, the original form of the

. . . . : 1 T
genre. Fanzines were just that, small magazines made by fans of science fiction, music, 0

any other topic that moved the author. The form became cl
in the 1970s. Both the music and zines were rooted in a
monly referred to as DIY (Do-It-Yourself). Zines

released in small editions of less than 1,000

osely associated with punk music
spirited self-reliance, now com-
are most often hand made, “low tech,’
» and distributed by hand or through alternative
nes are still produced in an era in which their
al networking websites and the internet. For this ex-
arly 20 zines distributed through Microcosm Publishing, based
in Bloomington, Indiana. We haye chosen most of these because of their social and political
content, often expressed through personal stories and narratives. Included are several issues
from Billups Allen’s Cramhole Series, which include short car
many of them self taught; Seeds, a comic about food by the Tr
from Montpelier, Vermont; sever
from Athens, Ohio; and Support

outlets. It is interesting to consider why zi
function has often been usurped by soci

hibition we have selected ne

toons by a variety of artists,
ees and Hills Comics Group
al issues from the Doris Series created by Cindy Crabb

,azine supporting people who have been sexually abused.



Seeking to invite gallery visitors to spend time experiencing these stories, we have presented the zines in a living-

room setting with a coffee table and couch.
Printmaking is often thought of as a collaborative medium. For this exhibition we have included a few exam-

ples of collaborative prints from Tandem Press, an internationally prominent print workshop affiliated with the

University of Wisconsin, Madison. At Tandem Press guest artists work with master printers to produce limited

BELOW: Squeak Carnwath, “Same Boat”, intaglio,
lithography, relief printing, 35.4 x 35.5 inches, 2006.

edition fine-art prints. Tandem Press is notable not only for the techni- —
cal range of its projects, but also for its mission in the context ofamajor g
research university. Included in the exhibition are two prints by Squeak 3
Carnwath, both of which combine relief printing, intaglio and lithogra-
phy. Carnwath’s work reflects an accumulation of pictographic symbols
drawn from personal experiences, memories, diagrams and her written
musings. These images also speak to how we make sense of, and draw
connections between, these varied modes of representation. Her 2006

print “Same Boat” combines a layering of representations of two vinyl P
f

records, a celestial diagram, a color chart, various marks and textures,
and a short, cryptic note that states “Monkeys like to watch TV It is
up to the viewer to make sense of these rich impressions that take full
advantage of the materials and processes of print media to create work’s
that have a strong physical and tactile presence evocative of the artists
paintings, while also functioning as limited-edition multiples.

Also from Tandem Press is a set of four progressive proo
a print titled “Dream Castle” by Benjamin Edwards. For several years
Edwards has been creating paintings and digitally-based works that
explore the vernacular architecture of suburbia. Building on this ap- |
proach, Edwards hag layered transparent images of major ar chitectufal A
works through human history to create a utopian architectural hybrid.
“Dream Castle” explores the building as symbol, while seeking t.O Cré— |
ate an image that reflects a utopian structure made from these historic

s

fs from

e
-

MONKEYS  UKE I
To W'Tcll TV

BPECALTY. GoaP apogas
“Bﬂ":r HOSPITALS B dR3
wHITEE4TGY AW AGTOW
BUOWS Lixk Lanpy SPRIVEER
[} o

6



ABOVE: Benjamin Edwards, “Dreamcastle (Slate I11),”
lithograph, 13.5 x 24.5 inches, 2005.

forms. Historically, prints have often been transmitters of architectural ideas and civic spaces, from the etchings
of Giovanni Battista Piranesi depicting ancient Rome to the aerial views of cities. Progressive proofs are a set of
prints that present the layers of ink used to create the completed image. By presenting

“Dream Castle” we hope to illustrate the ways that the multiple can be used to create
process.

progressive proofs from

arecord of this print’s layered

Collaboration in printmaking can also take other forms as is reflected in a project by

the Texas artists Jason
Urban and Leslie Mutchler. Like the work of Benjamin Edwards,

which treats architecture as its subject, Urban

and Mutchler have used the print matrix to create repeatable

forms for use in constructing a series of “House/Huis” plans. This
project was created by the artists during a three-week residency
at the Frans Masereel Centre in Kasterlee, Belgium. Inspiration
for the house forms comes from the modular char

local Belgian architecture

acter of the
, combined with screen-printed imag-
ery from the Smurfs comic strip whose author, Pierre Culliford
(Peyo), is Belgian. Using the printed multiple, “House/Huis” is

constructed to create larger modular forms. The modul

arity of
this work reflects the

potential of print media to use multiples
to achieve scale through repetition. We might also consider this

work as a comment on larger public issues, such as the individual

in relation to the collective and the function of the architectural

multiple as a form of social control. Smurf-inspire

flect a uniquely Belgian identity, while also addressing the way
adolescence. Echoing issue

sof the individual and the
and Mutchler’s approach to collaboration is far more egalitarian than

and technical decisions th
duties of image preparation and production.

Like Urban and Mulcher’s project, several of the

the multiple. In the case of Althe

d patterns re-
-Cia ral influences can inform I '
commercial cultura collective, Urban
a traditional print co]]
atgo into the project, w

aboration. Each of
the artists plays an active role in the formal

hile also sharing the

artists in the exhibition create
a Murphy-Price, she created her print works made from hajr through the use of
(@

installation works based on




stencils and templates. Using hair shavings, reminiscent of what remains after the hairdresser
gets out their clippers, Murphy-Price uses a matrix that allows her to dust a level surface with
hair, resulting in patterns that resemble worn ornamental rugs, doilies and lace. In approach-
ing her installation there is the feeling that an open window, a stray breath, cough or sneeze,
would blow the work away. It is the transient present in Murphy-Pr ices work thz'lt is .the Sotree
of their power as objects. Murphy-Price’s interest in hair stems from her e).(ammatlon of cu.l-
ture, body and self. As a subject, she is interested in the variable and compliant nature (.)flhalr,
its formal capacity for ornamentation and its ephemeral qualities. While h'er more traditional
print work also incorporates references to tresses, her hair-clipping stencils 'that we héve se-
lected for this exhibition are temporal; they have the potential to be mad)e again and agam., but
each is inherently unique. Breathing new life into old hair, Murphy-Prices work speaks to ideas
of fragility and transience. ) . f a print as a physical

Prints are often thought of as strictly two-dimensional. The idea o 2.1 Pr.n . phy b
object seems to contradict its identity as a flat, portable mode of cornmunicatlon. e work o
Dora Lisa Rosenbaum is a notable exception. In “Serving Size: Specimens, P.losenbaur; ex?zir;
ines, collects and displays an array of potato chips. These image.s are made L;Slnf a c:;;s::? 1in
of etching and digital-print methods. Each individual chip.is pierced bx at elas‘ ::-cctivity qu
and the whole collection of chips is presented in an acrylic ca.se, evoking the faJ e shecies
scientific method. Examining these illusions of food items, as if tlliey a.re Rart ° methinp that
collection, Rosenbaum transforms their common and mundane ldhe ml-ty“lrlel:ot;oconsidef food choices from the
is foreign. Detached from their normal context, she encour:(liges t :Lll\),?:Ct in her work, Rosenbaum has written
vantage point of a collector or scientist. About the Lzse Zf»f:zt tz(l)sl?e) inJ the world, but these often remain out of
“every day we make choices that shape who we are (i . i nbaum rephrases
our consc)iIOLlsness.” Through altering the vantage point of her subject through these prints, Rose p

the question “...what to eat?”
The multiple has the potential to invade the world, to

thisis certainly printed currency. In 2003 the Rhode Island b
t he created, designed and printe

become part of lived experience. A good example of

artist Alec Thibodeau, using the pseudonym Obadiah
: ‘ d by hand. He called his screen-printed
Eelcut, began circulating currency tha

ABOVE: Jason Urban and Leslie Mutchler, “Howee/Huis,”
screenprints , each unitis 4 x 6 x 4 inches, 2007-2009.



ABOVE LEFT: Althea Murphy-Price, “What Remains,”
108 x 8o inches, 2008.

ABOVE RIGHT: Dora Lisa Rosenbaum, “Serving Size: Lay’s
Specimen,” etching, digital print, insect pins, in acrylic
box, 17 x 12 x 6 inches, 2007.
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currency “Noney” (thymes with “money”), a form of “aesthetic currency” with no fixe

in a barter economy based on its presence as a beautiful object and compe

alue;” leaving the value

d legal value, which is used
lling concept. The bill’s face reads, “The
open to person

and social norms. For Thibodeau, «
' . . au, “Noney” is i foster
social relations through the mundane act of purchasing goods. He alters the trad i i o fos

bearer is entitled to receive this note’s aesthetic v 1

o o . al in i -
minding one that a bill's worth is based on trust ( crpretation and re
1tional production of currency in

several ways, by working with silkscreen printing instead ofengraving by not assigni
> d Illllg

currency and by using a pseudonym he places his work outside the conventions of bot}
art market. In these bills Thibodeau evokes everyday heroes alongside their favorit b']
thus shifting values to honor the local and familiar rather than national heroeg o

Like Thibodeau, who uses printed multiples to create works th .
Louis artist Lisa Bulawsky established

a numerical value to his
the government and the

d and vegetable or fruit,

at become part of (]

' ' ' d 1€

. and directed Blindspot Galleries from 2002 to 2005

space made with magnetized prints that are exhibited on her minivan Blindspot Gall
an. spot Galler

culture at large, St.
» @ changing exhibition
les exhibitions featured




work by a variety of artists selected by Bulawsky and sometimes published by her.
For Bulawsky, people who make and view art often operate in an insular context
with limited exposure to the broader world. Blindspot Galleries attempted to bridge
this gap. Driving and parking the van in various locations allowed her to bring art
to people, instead of expecting people to come to her art. Blindspot Galleries is also
about the multiple as a part of the gift economy, since the magnetized prints are free

to be taken from the vehicle. When someone takes a magnet and puts it on another

magnetic surface, most often another vehicle, the gallery grows and multiplies.
Blindspot Galleries served to question the role of the exhibition space, pushing N

art beyond the safe confines of the white-walled cube of the contemporary gallery. For this exhibition, I.SUI?,WSI(Y

has recreated Blindspot Galleries with a special project titled “All in Good Company, All in Good Time” that

is a memorial to some of the people who died during the period from July 3, 2008 to July 3, 200?. Included are
arrah Fawcett, Isaac Hayes, Jesse Helms, Michael Jackson,

1zhenitsyn, Studs Terkel, Andrew Wyeth and others.
emembrance, as well as an architectural cap-

stones. The entire project is meant to be a

woodcut portraits of Bea Arthur, David Carradine, F
Ali Akbar Khan, Paul Newman, Bettie Page, Alexander So
Additionally, there are images of red poppies, a universal symbol of r

stone on the top of the van that harkens back to early American grave - |
and is a reinterpretation on the memento mori - a

mobil ; iV fellow travelers
" monument celebrating the lives of our ' «all in Good Company, All in Good Time” will be

reminder of our mortality. Attached to the Ewing Gallery van, o
presented at various locations in Knoxville during the course of the exhibition.

Since the late-19th century printmaking has sought
to differentiate itself from its commercial and vernacu-
lar hiStorY’ employing the use of artist signatures and
edition numbers to emphasize the values of singularity
rather thanp multiplicity. The oxymoronic concept of the
“original multiple” resulted from this effort to distin-
guish fine-art print from their commercial origins. A
good €xample, with rich historical underpinnings dat-

ing to the 17}, century, is printed wallpaper. Wallpaper

ABOVE: Alec Thiebodeau (Obadiah Eelcut), “Noney:
Jennifer,” screenprint, 2.3 x 5.5 inches, 2003.

BeLow: Lisa Bulawsky, “All in Good Company, All in Good
Time,” installed on the Ewing Gallery van parked at the
Old Gray Cemetary, Knoxville, Tennessee, 2009. Photo-
graphs: Ben Wooten.
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as we think of it today could not even have been imagined without many advances to the process
of printmaking. Its history is informed by early decorative uses of relief printing, the invention of
lithography in 1898 and the first mechanical silkscreen press in 1920.

Today, Flavor Paper continues this history by expanding the ideas of wallpaper and of com-
mercial printing. The primary artist/designer at Flavor Paper is Josh Minnie, who graduated from
the University of Tennessee, Knoxville with this MFA degree in 2004. Flavor Paper’s wallpaper can
be ordered pre-made or custom created. The unique images and patterns for each roll are designed
and printed at either of their two studios in New Orleans, Louisiana or Brooklyn, New York. The

Flavor Paper team is involved in every step of the process, from design to printing,

embracing both
fine art and commerecial applications.

Wallpaper has always been regarded as a “decorative” art, even though its formal qu

alities have
often followed those of contemporary fine art. Similarly,

while less well represented in many fine-art
institutions, the print has long been a staple in the worlds of ephemera and ¢

craft” Contemporary
printmakers have made the most of this messy division in order to address issues of high and low

art, permanence, originality and the intrinsic power of an “art object” Flavor Paper revels in these

contradictions and juxtapositions. Their unique pieces merge traditional wallpaper patterns, kitsch,

fine art (and its references to pop culture), clean-edged modern design, and low art sources such as

tattoos. Whether with the fleur-de-lis or with “scratch-n-sniff” Fl
that straddles the ﬁne—art/commercial-print divide.
Many of the works in this exhibition could be labeled as “vernacular”

to Pop Art. This is expressed in relation to popular print medi

avor Paper has created wallpaper

with clear connections

asuch as comics or ag 3 part of a new

ABOVE: Flavor Paper, “Sharp Descent Maquette”, screen-
printed wallpaper, size variable, 2009.

or alternative economic system of production and distribution.

the Post-Modern tendency to blur distinctions between artand a
in Arthur Danto’s 1992 book Beyond the Brillo Box: The Visual
in which Danto makes the case that Andy Warhol’s 1964 “Brillo Box”
brought the established trajectory of Western art history to
single, totalizing history of art and instead artists have embr
perceived, and exhibited. The influence

This approach ig symptomatic of

rtifacts. Precedence may be found

Arts in Post Historical Perspective,
aseries of screen-printe
an end [5]. Danto argues th
aced a pluralism that has ch

of Warhol’s “Brillo Boxes” is clearly evident in

d wooden boxes,
at there is no longer a
anged the way art is made,

this exhibition.




Emphasis on vernacular art forms is also intrinsic to the work of Simon Grennan and Chris Sperandio,
who operate under the imprint Kartoon Kings. Working collaboratively in both England and the United States,
Grennan and Sperandio are engaged in a variety of media, spanning comics, performance, installation, video and
public signage. Their work explores the boundaries between mass-produced culture and fine art, while placing
an emphasis on empowering common people to tell their stories. Examples include their 1999 New York:based
project entitled Invisible City in which Grennan and Sperandio created comics that shed‘ light on the lives of
people who worked night shifts, including a custodian, stripper, subway worker and a waiter. l?unded through
the New York Public Art Fund, the Invisible City comic was promoted through advertisements in the New York
subways and made available free of charge through a 1-800 phone number. For this exhib.ition we have included
two projects from Kartoon Kings, Nurse’s Tale that tells the stories of nurses from the Hastings and Rother N.H.S.
Trust Hospital in the U.K., and The One Hundred, a comic featuring people from the Bradford and Northern

Housing Association in Bradford, U.K.

Vernacular prints, which are made for a broad public,
retical model may be found in the writings of the French socio
tions of taste in French society and repudiated the idea of a un

of aesthetic quality are not absolute but reflect one’s economic,
artoon Kings uses p :
advertising to convey their ideas, often testing the
boundaries between high art and the larger culture.
cal artistic medium

often challenge aesthetic paradigms. A useful theo-
logist Pierre Bourdieu, who examined the opera-
iversal aesthetic. Bourdieu argued that measures
cultural, social and educational background [6].
opular media like comics, television, and

In an attempt to embrace working class values, K

As a multiple, prints are a logi

with which to explore these issues.
The inclusion of Chris Ware in this exhibition

stems from a similar premise. Ware is best known for
his comics that explore and arguably push the bound-

aries of the visual language of image/typography. His

clectic range of influential

work is notable for an e

narrative. His books often

styles and approaches to

include unconventional print-production features,

| COME FROM KENILWORTH. |
HAVE A BACKGROUND IN
PLANNING, MARKETING AND
LEISURE MANAGEMENT.

)| |'M BRADFORD'S INNESTMENT
UNIT MANAGER. IVE NEVER
WORKED ANYWHERE THATS
GOT UNDER MY SKIN SO GUICKLY.
IT'S A HAPPENING PLACE!

| USED TO WEAR FAIR ISLE
JUMPERS AND KICKERS' TO
WORK, BUT THAT SEEMS A
LONG TIME AGO NOW.

b

hb i

R]sgm;at d Wil‘“f g

ABOVE: Simon Grennan and Christopher Sperandio as
Kartoon Kings, page from The One Hundred, 10.25 x 7
inches, Fantagraphics Books, 1997.

LerT: Chris Ware, page from The ACME Novelty Library
#16, 7.25 x 9.5 inches, 2005.




including over-and-undersized folios, fold out inserts, perforated pop outs, embossments, gloss/white ink runs,
multi-page spreads and more. His self-publishing days have served him well in giving him the tools to push the

N form of book design. Ware is also an active collector, curator and archivist of ragtime ephemera (publishing
sBeLow: Don Ed Hardy, “Free Range and How Boy,
lithograph, 36 x 24 inches, 2009.

an annual journal called The Ragtime Ephemeralist) and early-20th century comics (most notably the beautiful
Krazy Kat and Gasoline Alley). Ware emulates this history at the same time that his collecting
practices serve to document and preserve these cultural ephemera.

An artist who works across the realms of singularity and multiplicity is the tattoo artist
Don Ed Hardy. Hardy’s tattoo apprenticeship took place while he was earning his BFA degree in
printmaking at the San Francisco Art Institute in the 1960s. Later he studied traditional tattoo art
in Japan, and with his wife, he has written, edited and published numerous books on tattoo art
through Hardy Marks Publications while also curating exhibitions. In the past decade Hardy has
worked with Bud Shark at Shark’s Ink in Colorado, where he created a suite of seven lithographs
titled “Tattoo Royale” based on traditional tattoo designs. In addition to his work in fine-art
printmaking, Hardy is a hybrid artist who has formed a brand identity with his websites to create
a merchandizing system that includes books, offset lithographs, clothing, posters, paintings on
porcelain bowls and even temporary tattoos. In addition to his two fine-art prints, the exhibition
includes a t-shirt and cap produced in collaboration with the fashion designer Christian Audigier.

In the spirit of tattoo art Hardy does not limit his practice to the high art modes of production

Or presentation but works across a full r
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ABOVE: John Hitchcock, “Brutality Ghost,” screenprint on
felt and paper, 10 x 15 x 10 feet, 2008.
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ABOVE LEFT: Jay Bolotin, woodcut for The jackleg Testa-
ment: Part One, 25 x 39 inches, 2007.

ABOVE RIGHT: Jay Bolotin, video still from The Jackleg
Testament: Part One,” 2007.
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