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Conference 
Details 
 
PRINTING COLOUR 1700-1830 
Discoveries, Rediscoveries & Innovations in the Long 18th Century 
Eighteenth-century book and print cultures are considered to be black and white (with a little red). 
Colour-printed material, like William Blake's visionary books and French decorative art, is 
considered rare and exceptional. However, recent discoveries in archives, libraries and museums 
are revealing that bright inks were not extraordinary. Artistic and commercial possibilities were 
transformed between rapid technical advances around 1700 (when Johannes Teyler and Jacob 
Christoff Le Blon invented new colour printing techniques) and 1830 (when the Industrial 
Revolution mechanised printing and chromolithography was patented). These innovations added 
commercial value and didactic meaning to material including advertising, books, brocade paper, 
cartography, decorative art, fashion, fine art, illustrations, medicine, trade cards, scientific imagery, 
texts, textiles and wallpaper. 
 
The saturation of some markets with colour may have contributed to the conclusion that only black-
and-white was suitable for fine books and artistic prints. As a result, this printed colour has been 
traditionally recorded only for well-known ‘rarities’. The rest remains largely invisible to scholarship. 
Thus, producers may be known as elite ‘artists’ in one field but prolific ‘mere illustrators’ in another, 
and antecedents of celebrated ‘experiments’ and ‘inventions’ are rarely acknowledged. When 
these artworks, books, domestic objects and ephemera are considered together, with the materials 
and techniques that enabled their production, the implications overturn assumptions from the 
historical humanities to conservation science. A new, interdisciplinary approach is now required. 
 
Following from Printing Colour 1400-1700, this conference will be the first interdisciplinary 
assessment of Western colour printmaking in the long eighteenth century, 1700–1830. It will bring 
together researchers, curators, special collections librarians, printers, printmakers, cataloguers, 
conservators, art historians, book historians, digital humanities practitioners, scientists, and others 
who care for colour-printed material, seek to understand them, or use them in research. The 
discussion will encompass all media, techniques, and functions, from fashion to fine art, wallpaper 
to scientific communication. The programme includes papers, posters, and private views of nine 
collections. 
 

Sponsors This event is sponsored by a major conference grant from the Fritz Thyssen Stiftung. 
It is also supported by the British Academy, Bibliographical Society, Institute of English Studies, 
Senate House Library, and Wellcome Collection. 
 

Organisers Convenors: Elizabeth Savage (IES), Ad Stijnman (Leiden); Assistants: Gemma 
Cornetti (Warburg), Marianne Yule (British Museum)
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Programme: 
Day 1 
Tuesday, 10 April 2018, Macmillan Hall 

 
9:00 Registration 
 
9:30 Session 1: Methods & Materials 

Chair Jean Michel Massing (Cambridge University) 
• From Anatomy to Embroidery: Printed Colour in Books and Periodicals 

Ad Stijnman (Leiden University) 
• The Vagaries of Technology Transfer: J. C. Le Blon's Wander into 

Tapestry-Making and its Connections to his Colour Printing Ventures 
Sarah Lowengard (The Cooper Union) 

• From Colour Theory to Colour Practice: Printmakers in Pursuit of the 
'Right’ Pigments Manon van der Mullen (Rijksmuseum) & Dionysia 
Christoforou (Rijksmuseum) 

 
11:00 Coffee 
 
11:30 Session 2: New ‘Old’ Masters  
 Chair Olenka Horbatsch (British Museum) 

• Coloured Inks in Imitation of Old Masters Drawings Benedetta 
Spadaccini (Ambrosiana) 

• Colour Printing: Worn Plates, Fine Impressions and 'Furniture' Prints 
Rob Dixon (sirjoshuareynolds.com;stipple.co.uk) 

 
12:30 Lunch (presenters only) 
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14:00 Session 3: Colour-Printing Drawings I 

Chair Jef Schaeps (Leiden University Library) 
• Blood, Earth and Ink: Gilles Demarteau and Red Chalk-Manner 

Printing Juliet Carey (Waddesdon Manor) 
• Between Painting and Graphic Arts: Colour Printmaking in 18th 

Century Russia Zalina Tetermazova (Pushkin State Museum of Fine Arts) 

 
15:00 Coffee 
 
15:30 Session 4: Colour-Printing Decoration 

Chair Sarah Grant (V&A) 
• Bringing Colour to Books and Objects with Decorated Paper Sidney 

Berger (Simmons College; University of Illinois, Urbana-Champaign) & 
Michèle Cloonan (Simmons College) 

• 18th-Century Paper Hangings and the Application of Colour Andrew 
Bush (National Trust) 

• Chinoiserie in Colour: Jean-Baptiste Pillement and the Development 
of à la poupée Printing in France Geert-Jan Janse (Utrecht University) 

 
17:00 Break 
 
17:15 Keynote I 

Chair Ad Stijnman (Leiden University) 
• Printed Paintings and Engraved Drawings: Technical Innovations in 

Colour Printing in Eighteenth-Century France Margaret Morgan Grasselli 
(National Gallery of Art) 

 
18:00 Closing Remarks 
 
19:00 Dinner (presenters only) Tas (22 Bloomsbury Street, London WC1B 3QJ)  
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Programme: 
Day 2 
Wednesday, 11 April 2018, Macmillan Hall 

 
9:30 Session 5: Colour-Printing as a Symbolic Form 

Chair Esther Chadwick (British Museum) 
• Colour Impressions from Norway: A Voyage Pittoresque through 

Colour Prints at the End of the 18th Century Chiara Palandri (National 
Library of Norway) 

• ‘each having a sort of accidental look': William Blake’s Processes of 
Colour Printing Michael Phillips (University of York) 

• Heroes in Colour: Two-Colour Printed Portrait Series from Late 
Eighteenth-Century Paris Lea Hagedorn (Herzog August Library) 

 
11:00 Coffee 
 
11:30 Session 6: Posters & Objects 
 
12:30 Lunch (presenters only) 
 
14:00 Session 7: Colour-Printing Drawings II 

Chair Antony Griffiths 
• The Market for Colour Printmaking in Louis XVI’s Paris: The Example 

of Louis-Marin Bonnet (1736–1793) Corinne Le Bitouzé (Bibliothèque 
nationale de France) 

• ‘Gravés d’après les Originaux …': Maria Katharina and Johann Gottlieb 
Prestel’s Prints after Drawings in the Context of Colour Printing in the 
Second Half of the Eighteenth Century Claudia-Alexandra Schwaighofer 

 
15:00 Coffee 
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15:30 Session 8: Towards a Mass Market 

Chair Rachel Sloan (Courtauld) 
• Elisha Kirkall and his Proposals for Printing in Chiaroscuro, Natural 

Colours and Tints Simon Turner (Hollstein) 
• British Stipple Engravings Printed in Colour, 1775-1820 David 

Alexander 
• George Baxter’s Contribution to the Rise of Commercial Colour 

Printing in the 1830s to 1850s Roger Smith (New Baxter Society) 
 

17:00 Break 
 
17:15 Keynote II 

Chair Elizabeth Savage (IES) 

• The Pursuit of Realism: Techniques and Processes to Create Full 
Colour, 1700–1830s Martin Andrews (University of Reading) 

 
18:15 Closing Remarks 
 

18:20 Wine Reception 
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Programme: 
Day 3 
Thursday, 12 April 2018, London Collections 

 
 

10:00  Private Views: Session I (advance registration required) 
• Venue 3: Courtauld Institute of Art 
• Venue 4: Senate House Library + Rob Dixon + Roger Smith 
• Venue 6: V&A Museum (meet 10:30) 
• Venue 7: Wellcome Library (meet 9:30 for breakfast) 

 
11:00 Break; travel to Session II 
 
12:00  Private Views: Session II (advance registration required) 

• Venue 2: British Museum 
• Venue 4: Senate House Library + Rob Dixon + Roger Smith  
• Venue 5: St Bride Foundation 

 
13:00 Break; travel to Session III 
 
14:00  Private Views: Session III (advance registration required) 

• Venue 1: British Library (session A: 2-3pm) 
• Venue 1: British Library (session B: 3:15-4:15pm) 
• Venue 2: British Museum 
• Venue 3: Courtauld Institute of Art 
• Venue 4: Senate House Library + Rob Dixon + Roger Smith 
• Venue 5: St Bride Foundation 
• Venue 6: V&A Museum (meet 14:30) 
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Venue 1 British Library 
 Eighteenth-Century Colour Illustrations in the French Collections Irène Fabry-

Tehranchi (British Library), Valentina Mirabella (British Library), Teresa Vernon 
(British Library); meet at Information Desk 10 minutes in advance 

 
Venue 2 British Museum 
 Printing Colour for the Art Market, 1700–1830 Elizabeth Savage (IES); arrive 15 

minutes in advance to allow for security; meet outside Prints and Drawings  

 
Venue 3 Courtauld Institute of Art 
 Colour Prints in the Courtauld Gallery Collection Rachel Sloan (Courtauld) 

 
Venue 4 Senate House Library 

• Senate House Library 
Eighteenth-Century Colour Illustrations in Senate House Library 
Collections, Karen Attar (SHL), Tansy Barton (SHL) 

• Rob Dixon 
Colour Printing: Worn Plates, Fine Impressions and ‘Furniture’ Prints 
Rob Dixon (sirjoshuareynolds.com; stipple.co.uk) 

• Roger Smith 
George Baxter’s ‘Baxter Prints’: Their Production and Impact on 
Victorian Society Roger Smith (New Baxter Society) 

 
Venue 5 St Bride Foundation 
 Highlights of Letterpress Colour Printing in the Long Eighteenth-Century in 

the St Bride Library Ad Stijnman (Leiden University) 

 
Venue 6 V&A Museum 
 Colour Printing in the V&A’s Prints Collection Liz Miller (V&A), Gill Saunders 

(V&A) 

 
Venue 7 Wellcome Library 
 Colouring the World of Science: Printed Colour at the Wellcome Collection 

Julia Nurse (Wellcome), William Schupbach (Wellcome)
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At a Glance: 
Posters 
Wednesday, 11 April 2018, 11:30-12:30 

 
1. English Wallpapers by Cowtan & Sons: 'decorations of the highest class in every style 

of art' Wendy Andrews Cambridge University 

2. Colour Printing in Lottery Bills, 1800-1826 Rob Banham Reading 

3. Curious Colours of Currency: Security Printing during the Long Eighteenth Century 
Jake Benson Leiden University 

4. ‘Printing different Colours on One Plate’: Colour Printing on English Ceramics from 
1756 Patricia Ferguson British Museum 

5. The English Wallpaper Trade, Colour Printing and the Consumer Revolution, 1750–
1830 Phillippa Mapes English Heritage 

6. Louis Gautier-Dagoty, Colour Printmaker in Milan Alice Nicoliello 

7. Colour in Print in Word and Deed Robin Rider University of Wisconsin-Madison 

8. Original Revivals: Two New 'Old Master' Colour Woodcuts from the Early Nineteenth 
Century Elizabeth Savage Institute of English Studies 

9. Colours of Anatomy: The Function and Style of Colour Printed Medical Figures 
compared to Fine Art Colour Prints 1500–1850 Ad Stijnman Leiden University 

10. Printing Fashion in Colour 1700–1830 Corinne Thépaut-Cabasset Versailles 

11. John Baptist Jackson's Woodcuts Evelyn Wöldicke Stiftung Brandenburger Tor 
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Abstracts: 
Papers 
 
Session 1 
Methods & Materials 
 
1.1 From Anatomy to Embroidery: Printed Colour in Books and Periodicals Ad 

Stijnman Leiden University 
The first book with colour printed illustrations was published in c.1476. These were engravings, 
although woodcut became the prevailed illustration technique for long. With the development 
of new printing processes by Teyler and Le Blon around 1700, colour intaglio figures 
established themselves strongly in hundreds of books in a wide range of genres until they were 
replaced by illustrations in chromolithography, less in other graphic colour processes, from the 
1840s. Colour printed text is another manner of introducing colour in books. Gutenberg 
experimented with red printed rubrication, found in some copies of his Latin Bible. The 
printing in black and red became standard in letterpress. However, occasionally we also find 
lettering in blue, green, white or yellow, as this paper will demonstrate with examples, 
contemporaneous recipes and technical analyses of inks. Science and art blossomed during 
the Enlightenment, with scientific knowledge developing in parallel with new colour printing 
processes. Especially authors of books on botany or medicine appreciated their publications 
being illustrated with colour printed figures. For good reason, because colour added strongly 
to the determination of species and to the diagnosis of diseases by their morbid symptoms. 
The printing trade professionalised further and around 1800 appeared some of the most 
beautiful books on birds and plants ever, especially on the French market. Large folio editions 
printed in multiple colours on voluminous white paper became highly prized collectors’ items. 
Otherwise, medical works with colour plates were acquired by physicians as being worthwhile 
for their studies. Anatomical dissections or realisticaly depicted pocks and ulcers could not 
arouse much enthusiasm with book collectors. Other subjects with colour printed intaglio 
illustrations are studies on paleontology and mechanics, archeology and paleography, fashion 
magazines and ladies’ monthlies, books on travel and novels, artists’ manuals and explorers’s 
reports. Even commercial book covers were printed in colour. 
 
1.2 The Vagaries of Technology Transfer: J. C. LeBlon's Wander into Tapestry-Making 

and its Connections to his Colour Printing Ventures Sarah Lowengard The Cooper 
Union 

Jakob Christof Le Blon is famous as an innovative early-modern colour printmaker. His links to 
important communities of natural philosophers, and his family connections to successful book 
publishers and map- or print-makers, are reasonably well-explored aspects of his endeavours 
to create painting-like prints. While there will always be more to say about this part of Le Blon's 
life and work, the key plate is solid, and at least some of the tinting plates have been applied. 
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How can we approach and align Le Blon's other endeavour into colour production? Within his 
history and biography the tapestry-making venture is dismissed as a failure, criticized as ‘false 
tapestry’, described as ‘a noble experiment’, or ignored. I believe there is more understand 
about Le Blon’s attempt to transfer what he knew about colour and colour production from 
philosophy and printmaking to philosophy and textile-making. A deeper understanding of this 
adventure adds highlights to our image of Le Blon. In this presentation, I will review Le Blon’s 
tapestry-making ideas and his factory as we understand it now. I will consider his results, and 
discuss what happens when technology fails to transfer. My goal for this presentation, is to 
further illuminate attitudes toward colour practices, colour theories and their uses during the 
first third of the eighteenth century. 
 
1.3 From Colour Theory to Colour Practice: Printmakers in Pursuit of the 'Right’ 

Pigments Manon van der Mullen Rijksmuseum & Dionysia Christoforou 
Rijksmuseum 

The idea of the primary colours and the possibility of mixing them to compose all other colours 
were well-established by the beginning of the 18th century. They will form the basis of various 
three and four colour theories on additive and subtractive colour mixing which found their way 
in colour printing practice. Throughout the 18th and 19th century several colour systems were 
developed by theorists such as Louis-Bertrand Castel (1740), Moses Harris (ca. 1772) and 
Johann Heinrich Lambert (1772). Printmakers like Le Blon, Gautier-Dagoty and Lasinio in the 
first half of the 18th century were the first to use this knowledge in the pursuit of a method for 
the successful reproduction of images with only the three primary colours and the optional 
addition of black and white. All three employed the technique of mezzotint, which contributed 
to the tonality of the resulted images. Their experiments had varying levels of success. The 
main concerns when reviewing those early attempts are the optical properties of the available 
pigments, their differing behaviours when mixed with certain media or each other and their 
approximation to the 'ideal' primary colours. The printmakers were aware of these problems 
and they seemed to experiment with a variety of pigments. How influential were the theories 
on colour hues and classifications in their choices? This paper will discuss these issues and the 
pigments used by printmakers as found in primary sources and in secondary literature. This 
information will be coupled with XRF analysis of the pigments in prints by Lasinio, Gautier-
Dagoty and L’Admiral in the collection of the Rijksmuseum Amsterdam.  

 
 
Session 2 
New ‘Old’ Masters  
 
2.1 Coloured Inks in imitation of Old Masters Drawings Benedetta Spadaccini 

Ambrosiana 
The phenomenon of prints that reproduce the appearance of drawings, as it was expressed in 
Europe from the beginning of the eighteenth century to the early nineteenth century, gives 
ample scope to research: on the idea of originality to the development of a new genres, to 
various printing styles and techniques and to the social use of prints. The use of colours, 
especially, along with the new techniques, have had a primary role in the development of this 
kind of prints. In order to better understand the elaborate phenomenon and panorama of the 
increasing numbers of prints which seek to imitate the colours of inks, chalks, and papers 
requires in depth analysis of individual printmakers and their publications. Through a few case 
studies, I intend to compare and analyze the various styles and techniques used and 
developed by engravers and printmakers. These sheets are not merely the result of a 
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mechanical process carried out by the engravers, but require expert knowledge of a 
reproductive process that can ably interpret drawings created in a variety of media and styles. 
This method has to be as objective and as faithful to the original as possible, while at the same 
time implying interpretation and choices. This paper will focus on the Italian production, from 
Anton Maria Zanetti il Vecchio and Benigno Bossi to Francesco Rosaspina and Stefano Mulinari, 
in a comparative continuity with the prints made in Europe during the same years, from Elisha 
Kirkall to the ‘Recueil Crozat’, and from Arthur Pond and Charles Knapton to Cornelis Ploos van 
Amstel. 

 
2.2 Colour Printing: Worn Plates, Fine Impressions and 'Furniture' Prints Rob Dixon 

sirjoshuareynolds.com;stipple.co.uk 
The market in England for collectors' prints, until the later 1770s, was predominantly for black 
and white impressions, such as engravings by William Woollett or mezzotints from the 
paintings of Sir Joshua Reynolds and others. Reynolds told John Raphael Smith, 'with evident 
pleasure', when looking at a proof of Smith's mezzotint of Colonel Tarleton, 'It has everything 
but the colouring of my picture'. Reynolds certainly felt that the dramatic light and shade of his 
paintings was more than adequately conveyed by this medium. Nevertheless, there was 
demand for colour prints. Valentine Green, a leading mezzotint engraver, offered ‘tinted’ 
impressions. It is unlikely that these were colour printed – they were probably overpainted in 
oils or made into transfer engravings on glass (I have two from Green's studio). The chiaroscuro 
of mezzotint plates weakened rapidly during printing, particularly during the early part of the 
run, and print publishers discovered that they could get significantly more impressions of 
acceptable quality by using colour printing to disguise the wear. For them this was a virtuous 
circle, increasing demand for colour printed impressions. From the 1770s, the new process of 
stipple engraving became popular and artists painted specifically to have their oils or water 
colours engraved in mezzotint or stipple. The publishers produced an initial number of fine 
monochrome prints, followed by fine colour printed impressions. Generally, proof impressions 
were not printed in colour. As well as high quality colour prints, there were also less significant, 
purely decorative colour prints, often known as ‘Furniture’ Prints. I will compare black and white 
and colour-printed impressions, including proofs, from the same plates. I will also compare 
English colour prints, which were all printed from single plates, with French colour prints, 
printed from multiple plates.  

 
 
Session 3 
Colour-Printing Drawings I 
 
3.1 Blood, Earth and Ink: Gilles Demarteau and Red Chalk-Manner Printing Juliet 

Carey Waddesdon Manor 
This talk will address the red chalk-manner prints made by Gilles Demarteau (1722-1776), 
specifically those contained in a unique series of albums preserved at Waddesdon Manor (The 
Rothschild Collection). It will explore the relationship between Demarteau’s innovative 
printmaking techniques and the unprecedented demand for red chalk drawings in eighteenth-
century France. As a workshop material, offering short cuts to symmetry and pattern making, 
red chalk was a fundamental tool for copying, reproducing and sharing designs. At the same 
time it is an Old Master material par excellence, associated with the heights of expressiveness 
and invention, its origins as a fine art material traditionally associated with Leonardo, and 
exploited to the full by Rembrandt, Guercino and Watteau, among others. This paper will 
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discuss 18th-century French artists’ engagement with earlier traditions of red chalk drawing, 
collectors’ heightened interest in the material and the market for offsets (including Tessin’s 
Bouchers), before turning to the invention of printmaking techniques that imitated it. While red 
chalk – sanguine – was associated in contemporary commentaries with blood and the body and 
with the fire and vigour of the artist’s creativity, the mineral nature of red chalk was well 
understood by French artists, as witnessed by 18th-century anxiety about whether the French 
earth could continue to supply the best quality red chalk. This talk will discuss Demarteau’s 
prints in the light of contemporary perceptions of red chalk, the reception of red chalk 
drawings, pedagogical printmaking and the commercial market. Close study of individual 
sheets will throw light on the appeal of red chalk and of the teasing illusionism of the prints that 
imitated it. Departures from the drawings they copied and a range of fictive framing devices 
raise questions about the roles of reproduction and invention in these works.  
 
3.2 Between Painting and Graphic Arts: Colour Printmaking in 18th Century Russia 

Zalina Tetermazova Pushkin State Museum of Fine Arts 
A special interest in colour characteristic for the entire 18th century European visual arts had its 
impact on Russian engraving. In 18th century Russia there were three celebrated artists who 
practiced intaglio colour printing techniques (colour mezzotint and stipple engraving): Gabriel 
Skorodumov (1754 – 1792), James Walker (1758/60 – 1822) and Ivan Selivanov (1776 – after 
1817). A significant number of their works have been printed both in black and white and in 
colour. The latter are particularly rare and fine (especially portrait prints by I. Selivanov). 
Nevertheless in the scholarly research on Russian printmaking colour-printed images have 
been ignored or dealt with only briefly. Considering that most engravings created in Russia 
during the late 18th and early 19th centuries (including colour-printed ones) were executed after 
painted originals, for a proper understanding of the process, it is crucial to study the 
relationship between painting and printing in colour. What kind of metamorphosis did images 
go through, when transitioning from the canvas surface onto fragile sheets of paper? What was 
the role of colour in this process? Which materials and practices were involved in the 
production and reception of colour-printed images in Russia? In seeking answers to these 
questions, the speaker will focus on the comparative analysis of paintings and colour mezzotint 
and stipple engravings that are stored in the Hermitage Museum (Saint-Petersburg), the State 
Russian Museum (Saint-Petersburg), the State Pushkin Museum of Fine Arts (Moscow) etc. The 
point of translating a painting onto thousands of sheets of paper was that it enabled people 
who did not have access to the original to get an idea of what the original image looked like. 
Adding colour to the black and white prints made the images look more vivid, more like in the 
paintings they represented. Nevertheless, the process of translating an image from an oil 
painting into colour stippling or colour mezzotint should not be understood as a mere 
reproduction. In their best works Russian engravers managed to represent the unique 
interpretations of the painted originals and to create amazingly beautiful multicoloured images 
that harmoniously combined the finest technique with the delicate colour solution. 
 

 
Session 4 
Colour-Printing Decoration 
 
4.1 Bringing Colour to Books and Objects with Decorated Paper Sidney Berger 

Simmons College; University of Illinois, Urbana-Champaign & Michèle V. Cloonan 
Simmons College 
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In the history of the book, colour printing has been a major focus. For the most part, however, 
the emphasis has been on the printing of text, or, more commonly, on the printing of 
illustrations. Less looked at, but also of concern to scholars, has been the printing of decorated 
papers that are integral to book history. Cover papers and endleaves can be plain or adorned. 
This paper focuses on the papers that adorn books. While these colour-printed papers were 
often used as book covers (inside and out), they have many other uses as well. We will look at 
the history and manufacture of decorated papers and their use, and will show that in the ‘long 
century’ under view here, such papers were made in a variety of ways. In fact, during this 
century publishers recognized the aesthetic and commercial value of using these papers on 
their books.  

 
4.2 18th-Century Paper Hangings and the Application of Colour Andrew Bush 

National Trust 
The period from the start of the 18th century into the early 19th century takes us from a time 
before which few wallpapers or related records survive, right up to the early days of mass 
production, machine made paper and continuous machine printing. Although there was great 
variation in design and patterns, most wallpapers, or paper hangings as they were called, were 
produced with a limited number of materials and techniques. Colours would be mixed by the 
paper stainer, the manufacturer, and were usually in the form of a distemper. However, during 
the early part of this period wallpaper with oil bound colours are also found. Usually the paper 
was brushed with colour to give an overall ground before additional colours were applied 
using printing blocks and often stencils. In the early 18th century individual sheets were 
produced one at a time but this gave way to printing on rolls made from pre-joined sheets. 
This paper will examine typical methods of production, and frequently used pigments, with 
some examples of less commonly found manufacturing practices.  

 
4.3 Chinoiserie in Colour: Jean-Baptiste Pillement and the Development of à la 

poupée Printing in France Geert-Jan Janse (Utrecht University) 
The French artist Jean-Baptiste Pillement (1728-1808) is mainly remembered today for his 
prolific output of ‘chinoiserie’ prints. After publishing the Nouvelle suite de Cahiers de fleurs 
ideales, no. 1-4, in 1796, Pillement and his second wife Anne Allen published the series 
Nouvelle suite de Cahiers arabesques chinois and Nouvelle suite de Cahiers de desseins 
chinois no. 1-3 (ca. 1798). All carefully printed à la poupée in bright colours, these series are a 
free and inventive exploration of ‘chinoiserie’ motives. Nowadays highly-sought after by 
collectors for their looseness of style and their vibrant colours, the series have mainly been 
regarded as a Spätstil rarity. However, a unique and extensive collection of prints by Pillement 
in the library of the Institut Nationale de l’Histoire de l’Art (collection Jean Doucet), Paris, sheds 
more light on the artist’s experiments with colour printing. Bound in 6 volumes, the series 
contains several original drawings for the Cahiers de fleurs ideales. These drawings can be 
tentatively attributed to Pillement, enabling a comparison between the original design and its 
reproduction in colour. A unique variation for the title page of the Cahier de desseins chinois 
no. 1 offers further insight into the working process of Pillement and Allen. Additionally, some 
of the artist’s earlier works, sheets with images of flowers and ribbons, printed in one or two 
colours by Louis Gautier Dagoty and prints with contemporary hand-colouring - both also 
included in this collection - illustrate they were not the first or only experiments with 
reproductions in colour by the artist (or one of his many publishers). This unique collection, 
presented in this paper as a case-study into the commercial and artistic motives involved in the 
development of à la poupée colour printing in France, illustrates both the search for an exact, 
but cheap reproduction and the market’s insatiable appetite for stylistic and technical novelty. 
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Keynote I 
 
Printed Paintings and Engraved Drawings: Technical Innovations in Colour Printing in 
Eighteenth-Century France Margaret Morgan Grasselli National Gallery of Art 
This paper presents a broad overview of the history of colour printing in France in the 
eighteenth century, a veritable Golden Age of invention, experimentation, and creativity, which 
resulted in the production of thousands upon thousands of colour prints. The primary focus is 
on several new printmaking techniques that were invented specifically to replicate in full colour 
works of art in other media, from oil paintings and chalk drawings to watercolours and pastels. 
The study begins with Jakob Christoffel Le Blon’s colour mezzotints, which resulted from his 
realisation that an entire palette of colours could be produced from just four basic inks—blue, 
red, yellow, and black—printed from four different plates, the origins of modern colour-
separation printing. This is followed by an examination of the chalk-manner technique, 
invented in the 1750s and used for both monochrome and multi-coloured, multi-plate prints 
made in imitation of chalk drawings by such masters as Gilles Demarteau the Elder and Louis-
Marin Bonnet. Special attention is paid to the latter’s pastel-manner masterpiece, Tête de 
Flore, as well as his so-called ‘estampes anglaises’ (English prints), which included printed 
frames embellished with gold leaf. The role of aquatint, which was developed to imitate the 
appearance of ink washes, is also touched on, followed by a deeper look at works executed in 
the multi-plate, mixed method ‘watercolour manner’ perfected by Jean-François Janinet in the 
1770s and used to great effect by Charles Melchior Descourtis and Philibert Louis Debucourt, 
among others. Although these artists continued making complex colour prints into the early 
years of the nineteenth century, the demand for them had died with the French Revolution, and 
this presentation closes with the reversion to simpler and less expensive printing and inking 
techniques, such as à la poupée wiping and good, old-fashioned hand-colouring.  

 
 
Session 5 
Colour-Printing as a Symbolic Form 
 
5.1 Colour Impressions from Norway: A Voyage Pittoresque through Colour Prints at 

the End of the 18th Century Chiara Palandri National Library of Norway 
The presentation will describe and analyze the ambitious artistic project of two painters and 
two engravers who, driven by enthusiasm and romantic attraction for nature and landscape, 
shared the idea of traveling to remote Norway. The Lorentzen stikk project, named after one of 
the painters, aimed at the realization of paintings and their dissemination through a series of 
intaglio colour prints. Printing in colour seemed to be the proper way to translate the painted 
picture on paper and to reflect the strength of Nordic landscape together with the romantic 
and sublime atmosphere that was popular at the end of the 18th century. As a result about 50 
colour prints were created, obtained with wash-manner technique, very similar even in the use 
of printing tools and colour. Through the study of the prints, present in the collection of the 
National Library of Norway, by examining similarities and differences and analyzing the use of 
the plates, the colour and the paper, we have been able to outline a new chronology. The key 
character of this adventure is Erik Pauelsen who used this intaglio technique, learned during his 
stay in Paris in 1782. His intention was to create a voyage pittoresque in Descourtis´s footsteps. 
In 1788 he received financial support from the Prince of Denmark and Norway for travelling 
expenses and for the purchase of a rolling press as a reward for his ability to print from 
different plates with different colours, creating images comparable to paintings. This ‘colour 
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adventure’ lasted for 25 years between experiments and failures. The goal of our project is to 
cast new light on these artworks, to set them into the right historical context and underline the 
place they deserve in the history of colour printing in Europe.  

 
5.2 ‘each having a sort of accidental look': William Blake’s Processes of Colour 

Printing Michael Phillips University of York 
Blake’s processes of colour printing are still not fully understood. The only contemporary 
account of how Blake proceeded is that of Frederick Tatham (1805-78), who became 
acquainted with Blake at the end of his life, whose description lacks technical detail and due to 
his not being trained as a printmaker can be misleading. We still do not know the composition 
of the water-based binder that Blake used. Was it a type of gum tragacanth found in one 
example? Blake’s binder was crucial. It allowed him to apply his different opaque colour 
pigments over the surfaces to be colour printed without drying, prior to printing. Did Blake use 
a form of registration? The first examples of colour printing are found in the designs on plates 
that combine both text and design. The text has been printed in oil-based ink and the design in 
water-based pigments. This has provoked disagreement as to whether the inked surfaces and 
those daubed with colour were printed together, under the same pressure using one pass 
between the rollers; or separately, in two stages. What can be established is the evolution of 
Blake’s process. Over the two years following the production of his first colour-printed plates in 
1793 Blake relied less and less upon a matrix until his process finally evolved into what is 
recognized today as a true monotype, resulting in the production of the Large Colour Prints of 
1795, Blake’s supreme achievement as an artist-printmaker. With the single exception of the 
then all but unknown examples produced in the seventeenth century by Giovanni Benedetto 
Castiglione (1609-1664), the monotypes that Blake produced were without precedent, coming 
two generations before those first produced in the late 1870s by Edgar Degas. 

 
5.3 Heroes in Colour: Two-Colour Printed Portrait Series from Late Eighteenth-

Century Paris Lea Hagedorn Herzog August Library 
After their invention in the sixteenth century, portrait books became a well-known and 
established mixture of both printed portrait series and biographical information about famous 
men and women from various groups in society. Apart from the authors and printer-publishers, 
portrait books could serve to increase the fame of a culture or nation, whose honourable rulers, 
scholars or artists were presented in text and image. As reproducible images, printed portrait-
copies surpassed the original artworks in respect of the degree of dissemination. But in relation 
to paintings there was one important shortcoming: their colourlessness. Although technical 
developments had made colour prints possible, portrait books remained mainly colourless for 
a very long time. In the eighteenth century, colour-printed portraits were published for the first 
time in the form of extensive series. During the first decade of the French Revolution two 
extraordinary colour printed portrait series were published in Paris. The first series was 
published by Pierre Blin under the title Portraits des grands hommes et femmes and features 
over 200 portraits made by different artists with four-colour plates. The second sequence 
called Collection des grands hommes was published by Marie-François Drouhin with an as yet 
uncertain number of prints mainly by Pierre-Michel Alix. Both series include famous French 
rulers and scholars. The first focuses on the monarchy, the second on the heroes of the 
Revolution. In any case, the aim was to honour France as a modern nation based on the power 
of competent statesmen and scientists. My paper focuses on these colour printed portrait 
series of national heroes. Drawing on the prints, publisher-advertisements and reviews, I will 
examine the reasons for the development of such extraordinary publication-projects. What 
kind of economic, political, cultural and artistic interests and framework conditions encouraged 
the formation of these hero-galleries in colour? 
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Session 7 
Colour-Printing Drawings II 
 
7.1 The Market for Colour Printmaking in Louis XVI’s Paris: The Example of Louis-

Marin Bonnet (1736–1793) Corinne Le Bitouzé Bibliothèque nationale de France 
On the 12th of october 1793, while Paris is in the grip of the revolutionary Terror and as Marie-
Antoinette’s trial is being held, the engraver Louis-Marin Bonnet dies in his quiet home of Saint-
Mandé, on the outskirts of the capital. The son of an humble manufacturer of stockings, he had 
become in thirty years a wealthy man, thanks to his print workshop. Bonnet is not the only 
example, in the 18th century Paris, of an economic achievement based on the print market. But, 
a very skilled artist in every printmaking method intended to imitate drawings or pastels, he 
chooses to publish prints printed in colour, offering a whole range of techniques and styles, 
typical of the Parisian colour printmaking industry before the French Revolution. Thanks to 
Jacques Hérold, we have, since 1935, a catalogue raisonné of the artist and his workshop. 
During his carreer, Bonnet carefully used every advertising medium : we know he published at 
least twice the catalog of his works and he would insert in newpapers advertisements for his 
new prints. The main purpose of this paper is, using these sources as a main basis, to present 
the editorial and commercial activity of Louis-Marin Bonnet. 

 
7.2 ‘Gravés d’après les Originaux …': Maria Katharina and Johann Gottlieb Prestel’s 

Prints after Drawings in the Context of Colour Printing in the Second Half of the 
Eighteenth Century Claudia-Alexandra Schwaighofer 

The comparative look and with it the use of images as indispensable tools did not just belong 
to the repertoire used by scholars since the institutionalization of Art History to a proper 
academic discipline in the second half of the nineteenth century. Rather this method follows 
the tradition of connoisseurship, which began to take shape in the early eighteenth century. In 
this particular context, drawings became the increasing focus of attention as evidence of 
unadulterated expressions of artistic genius. The connoisseur’s demand for reproductions was 
the main reason for the numerous publications of collections of prints based on drawings. The 
discovery of new printing methods like the crayon manner, the aquatint or the stipple 
engraving opened up many new possibilities for the conversion of drawings to print images 
taking into account colours, surface structure, and the distinct markings of various drawing 
utensils in the conversion of the print. In this particular context, the married couple Maria 
Katharina and Johann Gottlieb Prestel is an outstanding example: they invented new 
techniques by themselves and published three collections of prints after drawings from various 
artists. The talk aims to take a closer look at their printing methods and to compare their work 
to other printmakers and publishers, e. g. Stefano Mulinari and Andrea Scacciati, Francesco 
Bartolozzi or Charles Rogers. The final question is to classify the success of both Prestels to give 
the audience an exact copy of the drawings in regards to size, colour and other relevant criteria 
and their involvement concerning the evolution of the facsimile print after drawings. 
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Session 8 
Towards a Mass Market 
 
8.1 Elisha Kirkall and his Proposals for Printing in Chiaroscuro, Natural Colours and 

Tints Simon Turner Hollstein 
Elisha Kirkall (c.1682 - 1742) was one of the most enterprising engraver-publishers of his 
generation issuing prints in colour to set himself apart. He marketed his prints widely in the 
newspapers and issued subscription tickets. Kirkall devised an innovative technique of printing 
in relief and combining it with intaglio techniques and using rocker work for tone in the early 
1720s. Among his significant clients were Sir Hans Sloane and Dr Richard Mead. Kirkall is best 
known for a series of prints imitating old master drawings but his output was more varied. He 
also issued prints after Louis Chéron (‘six Academy Figures with a Frontispiece, drawn from the 
Life’), Joseph Goupy and Sir James Thornhill. Kirkall was also associated with William Stukeley, 
a fascinating figure best known as an antiquarian, and produced medical book illustrations for 
his Of the Spleen (1722). In addition he made pioneering colour-printed botanical plates to 
John Martyn's Historia plantarum rariorum (1728-37) and for the Catalogus plantarum (1730) 
after the work of Jacob van Huysum. Kirkall published prints in a variety of monochrome 
colours too. These include seascapes after Willem van de Velde in evocative dark green ink 
(‘This Work will consist of Storms, Calms, Gales, Shipwrecks, Sea-Fights, Moon-Lights, Sea-
Ports, &c’), a series of copies of Hogarth's A Harlots Progress in blue and A Modern Midnight 
Conversation, and the famous Raphael Cartoons (‘Carefully Corrected from the Original 
Paintings at Hampton Court … They will be printed in Green, Yellow, Red, or any other Tint 
desired’). There is no comprehensive account of Kirkall's career and his oeuvre of colour prints. 
This paper will follow his numerous ‘proposals’ found in contemporary newspapers to unravel 
his output. 
 
8.2 British Stipple Engravings Printed in Colour, 1775-1820 David Alexander  
In the mid-1770s stipple engraving, which relied on small incised dots to build up areas of 
tone, became popular in Britain. Connoisseurs were introduced to the use of stipple, as well as 
the crayon manner, pioneered by French engravers to produce facsimiles of sanguine 
drawings, by Charles Rogers' expensive Collection of Prints in Imitation of Drawings, finally 
issued in 1778. A wider public, led by fashionable women, was delighted by the stipples made 
of drawings and paintings by contemporary artists, notably by Angelica Kauffman. William 
Wynne Ryland (1733-83) set up a studio of engravers who produced a stream of prints, many 
printed in sanguine or brown, rather than black, which sold as decorative prints, often close 
framed in gilt ovals or circles. Many of the prints were printed in colours, using a single plate 
inked à la poupée, and costing twice the price of plain impressions. Printing in colours was a 
slow and specialised business which was seldom done in-house. It was also beyond the 
competence of most established copper-plate printers in London, and some printers moved to 
London from France. Colour printing was not only used to produce prints for the wall. 
Decorative stipples were frequently printed onto silk or satin and incorporated into 
needlework, for example on cushions or firescreens. Most of these objects would inevitably 
have had a short life, and it is difficult to get a proper idea of the scale on which such items 
were produced. The inventories of printsellers suggest however that colour stipples were 
printed in considerable numbers. The paper will discuss aspects of the subject such as the use 
of additional watercolour and the range of colours used, and actual examples of colour-printed 
stipples will be available for inspection. 
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8.3 George Baxter’s Contribution to the Rise of Commercial Colour Printing in the 
1830s to 1850s Roger Smith New Baxter Society 

Although chromolithography eventually prevailed as the dominate colour printing method of 
the 19th century, the rise of commercial colour printing in the 1830s to 1850s had much to do 
with George Baxter and his patented process. Baxter, the son of a Lewes printer, was a skilled 
artist who trained as an engraver and married the daughter of a printing press and ancillary 
manufacturer. He applied for a patent in 1835 for a process that printed a number of colours 
from relief blocks onto a monochrome first impression. Baxter generally used an intaglio steel 
plate for the first, key impression, and either wood or zinc relief blocks for the colours. George 
Baxter himself printed thousands of copies of more than 300 subjects over a period of 25 years 
using his patented process, and his licensees (Abraham Le Blond, Bradshaw & Blacklock, 
Joseph Mansell, William Dickes, Joseph Kronheim and Myers & Co.) printed many more, truly 
bringing colour printing to the masses. The New Baxter Society is in the process of creating an 
online catalogue for members listing all known Baxter Process prints and detailing how and 
where they were used. It is hoped this catalogue will help in the identification of prints and will 
encourage users to bring unrecorded items to our attention. This paper features items from the 
private collections of New Baxter Society members to show the techniques used by George 
Baxter and his licensees, and the extent of their work. It explores the large variety of subjects 
printed using the Baxter Process, and their wide range of commercial uses from book 
illustrations, music covers and decorative prints, to embellishments for everyday objects 
including needle boxes, pin cushions, pen wipes, card trays and more. 

 
 
Keynote II 
 
The Pursuit of Realism: Techniques and Processes to Create Full Colour, 1700–1830s 
Martin Andrews University of Reading 
During the eighteenth century printmakers such as Jacob Christoph Le Blon and John Baptist 
Jackson made great strides in the development of techniques and processes to create the 
illusion of realism in their use of colour. They attempted to create prints that depicted the full 
range of colour found in the natural world. At the beginning of the nineteenth century this was 
carried further by another generation of printmakers with the introduction of wood-engraving 
and the invention of the new process of lithography. This talk will trace these developments 
with particular focus on William Savage’s book Practical hints on decorative printing, published 
in 1822, George Baxter’s method of printing in colour from wood-engravings on a 
monochrome intaglio base print, patented in 1835, and the growth of chromolithography over 
the same period. The talk will concentrate on explaining practical techniques and looking at 
examples of blocks and plates and related ephemera from the collections of Reading 
University and Reading Museum & Art Gallery. 
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Abstracts: 
Posters & Objects
 
 
1. English Wallpapers by Cowtan & Sons: 'decorations of the highest class in every style 

of art' Wendy Andrews Cambridge University 
Cowtan & Sons was an English decorating firm that manufactured and supplied wallpapers to 
royalty, the aristocracy and the upper and middle classes in Britain and around the world. Cowtan’s 
twenty-four customer order books, held at the Victoria and Albert Museum, date from 1824 to 
1938 and provide an unparalleled record of how and when buildings were decorated. Thousands 
of original samples of hand block-printed and machine-printed wallpapers and wallcoverings are 
pasted adjacent to customers’ names, addresses and dates. The orders illustrate an extensive 
range of colours, patterns, materials and production techniques. Wendy Andrews examined the 
Cowtan Order Books and researched the history of the company for her doctoral thesis to reveal 
insights into the decoration of properties ranging from parsonages and palaces to country houses 
and the Houses of Parliament. The first Cowtan order book contains almost two thousand orders 
sent to customers between 1824 and1830 and these will be sampled in my poster to illustrate the 
colours and patterns presented in wallpapers of this period. 
 
 
2. Colour Printing in Lottery Bills, 1800-1826 Rob Banham Reading 
State lotteries, first introduced in the UK in 1556, were initially used to raise revenue for particular 
projects, but from end of the 18th century they became regular events and two or three lotteries 
were held each year. Independent lottery contractors bought tickets from the government, and 
made a profit by selling them on to the public at a 20–40% mark up. These contractors spent huge 
amounts on advertising, primarily in the form of bills and posters, which were printed in vast 
numbers and distributed nationwide – perhaps the first industry to advertise on such a large scale. 
The huge amounts spent by lottery contractors on printed advertising led to fierce competition 
amongst jobbing printers, placing them at the forefront of developments in advertising. Between 
1800 and 1826 the lotteries broke new ground in the design, production, and distribution of 
printed ephemera. This included use of colour, which was not only employed with much more 
frequency than in any other form of printed advertising, but also with much greater complexity. 
When others caught up, the lotteries forged ahead, printing in two colours, then three, four, and 
eventually five. They printed lettering in multiple colours, printed multi-colour images, and printed 
coloured backgrounds for both type and images – all techniques that were extremely unusual in 
jobbing printing at the time, and which did not become the norm until the second half of the 19th 
century. This object session will show colour lottery bills from the Centre for Ephemera Studies in 
the Department of Typography & Graphic Communication at the University of Reading and from 
private collections, allowing delegates to examine some of the lottery bills which made colour 
printing an everyday experience for the general public in the 19th century. These examples of 
jobbing printing come from Rob Banham’s collection and the collection of the Centre for 
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Ephemera Studies, Department of Typography & Graphic Communication, University of Reading. 
 
 
3. Curious Colours of Currency: Security Printing during the Long Eighteenth Century 

Jake Benson Leiden University 
On May 1st, 1695, the fledgling Bank of England issued bank notes printed on marbled paper to 
deter counterfeiting, an idea first proposed by Sir William Killigrew in ca. 1663. Then on August 
14th, a printer reported that he was duped to marble paper for the notorious William Chaloner 
who counterfeited £100 notes. All legitimately-issued notes were thought surrendered and 
destroyed; however, uncirculated £100 sealed bill proofs preserved in the bank’s archives confirm 
that marbling was applied to early paper currency as an early form of security printing. Bearing 
vertical bands of combed marbling in the centre of specially-formed long and narrow sheets of 
paper, the notes were printed on the right, the left kept blank. When issued, they were indented 
down their middles, irregularly cutting through the pattern into two matching halves, the right half 
issued, the left retained as a counterfoil. 
Despite Chaloner’s successful counterfeiting, cheques, promissory notes and other financial 
instruments continued to be “letter’d and indent’d on paper marbl’d” by the Bank of England and 
other London banks throughout the eighteenth and into the early-nineteenth century. On May 
20th, 1731, a patent for “…marbling paper with a margent, entirely new,” was won by London 
draper Samuel Pope, though he first advertised such services in 1716. His trade card describes 
ledgers and stationery “neatly marbl’d on the leaves,” suggesting he also initiated the tradition of 
edge-marbling account ledgers. 
These English marbled financial instruments undoubtedly inspired Benjamin Franklin to procure 
such papers for printing early Continental Congress currency, as well as twenty promissory notes to 
secure French financing for the American War of Independence. Since marbling was not readily 
practiced in North America at the time, it may explain why actual plants and red ink were 
substituted for security printing on early Continental Congress currency and promissory notes. 
 
 
4. ‘Printing different Colours on One Plate’: Colour Printing on English Ceramics from 

1756 Patricia Ferguson British Museum 
Transfer-printing on ceramics was a British innovation. The earliest patents date to 1751, in 
Birmingham. The knowledge spread to London, in Battersea, at York House, 1753-6, and from 
there to Liverpool, 1756, and eventually to Staffordshire, 1770s.  It was intended to streamline 
production and reduce the cost of hiring expensive painters or investing in their training.  The 
Vauxhall porcelain factory, also established in 1751, used overglaze printed decoration from about 
1756. At Vauxhall, printing was sometimes in delicate monochromes, but more frequently it was in 
polychrome – where the pattern was printed in more than one colour.  The use of two or more 
colours was occasionally carried out at Battersea. Sometimes this was achieved by using purple 
outlines instead of the favoured black with details added later in hand-painted enamels. The 
presence of the painted enamels can sometimes make it difficult to discern whether the basic 
pattern is printed in monochrome or polychrome. The technique proved too costly to produce and 
was short-lived. Experiments in polychrome printing were revived in the early 19th century, in 
Staffordshire.  
 
 
5. The English Wallpaper Trade, Colour Printing and the Consumer Revolution, 1750–

1830 Phillippa Mapes English Heritage 
The English wallpaper trade experienced a period of huge growth during the long eighteenth 
century. It also enjoyed a highly regarded reputation for fashion and quality amongst both 
domestic and overseas markets during this time. Production methods were firmly grounded in the 
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wood block printing tradition and the best quality wallpapers were produced by hand by artisan-
masters of the craft. This tradition stretched back to the sixteenth and seventeenth centuries when 
patterned papers printed in black and white were used to decorate interior walls. A limited colour 
palette was available, however it was not until the middle of the eighteenth century onwards that 
wallpapers printed in several different colours could be produced and were made available to the 
wealthy, fashion conscious consumer. This doctoral research uncovers how the wallpaper industry 
skilfully adapted these traditional printing methods and the fashionable coloured designs of the 
period, in order to expand their markets from a purely elite customer base to include the broader 
middling classes. The research also highlights how entrepreneurship engaged with this 
burgeoning trade and reflects parallels with other domestic goods trades during the consumer 
revolution of the long eighteenth century.  
 
 
6. Louis Gautier-Dagoty, Colour Printmaker in Milan Alice Nicoliello  
The aim of this poster is to investigate the role of Charles Luis Gautier-Dagoty in the dissemination 
of colour print technique in 18th century Milan. Son of Jacques Fabien, he worked in France, Italy 
and probably in Great Britain, even though only a small number of his works are now preserved in 
museums. His presence in Milan is attested since 1780, when he made three colour prints for a 
scientific book. In the meantime, he also worked on a print after a Holy Family formerly attributed 
to Correggio. This mezzotint was realised using the colour printing technique he learned from his 
father, impressing four different copper plates inked in blue, red, yellow and black, to reproduce 
«toutes les nuances de la peinture». The owner of the Holy Family was Carlo Bianconi, the 
‘Segretario’ of the Academy of Arts in Milan, who was also the patron of Dagoty’s new project: a 
colour print after Leonardo’s Last Supper. A document saved in the State Archives of Milan 
describes this project. Here, Dagoty explained the technical process he wanted to use for it, which 
consisted of six copper plates, three inked in black, three in blue, yellow and red, «les trois 
couleurs primitives». In 1784 he started his project, following this innovative method, but carried 
out just a few attempts without colours, before leaving Milan in 1789. Even though the archive 
documents about the Last Supper copy have already been brought to light, my aim is to analyse 
the technical process of Dagoty and its diffusion in 18th Century Milan. My intent is to pursue it 
through the comparison of the documents with the original prints, kept in the British Museum. 
 
 
7. Colour in Print in Word and Deed Robin Rider University of Wisconsin-Madison 
As at many other rare book and manuscript collections, we at the University of Wisconsin-Madison 
pride ourselves on our holdings of books with hand-coloured illustrations and with illustrations 
printed in colour. Such works show how authors, illustrators, printers, and publishers, both early- 
and mid-modern, incorporated coulor into illustrations of science and natural history at 
considerable cost and with mixed success. Through them we see how amateurs and specialists 
alike prized ‘Nature’s lively hues’, mastered (or dabbled in) the art of flower-painting, and struggled 
with defining (and reproducing) colour standards against which to measure a valuable mineral or a 
rare bird. In our exhibit on ‘Color in Print’ (mid-November 2017 to early March 2018), we feature 
the chemistry of colour as recorded and reflected in printed books and manuscripts, deploying our 
deep strengths in history of chemistry alongside books on a variety of subjects that were printed in 
colour. In particular, the exhibit allows us to highlight the material culture of colour samples in 
printed books – ranging from textile scraps to colour scales – and thereby to explore the promise 
(however elusive) and value of uniform colour reproduction. Often located at considerable remove 
from visual evidence of either colour printing or hand-colouring is a lively discourse on and of 
colour in early modern science. Textual gestures toward colour abound in 18th-century 
publications of the Royal Society and French Academy of Sciences, although not in their 
illustrations, and this presentation builds on our exhibit by situating early modern artifacts of colour 
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in print against lexicons of colour as expressed in the publications of two leading scientific 
institutions of the period. 
 
 
8. Original Revivals: Two New 'Old Master' Colour Woodcuts from the Early Nineteenth 

Century Elizabeth Savage Institute of English Studies 
The history of colour printing is characterised by repeated, independent inventions and revivals. In 
the long eighteenth century, collector/artists created new markets for sixteenth-century Italian 
chiaroscuro woodcuts, for example by buying the blocks and reissuing them in bright modern 
palettes. These revivals have been considered as independent episodes.Taken together, they 
reveal the surprising ways in which eighteenth-century antiquarianism shaped the collecting, study 
and even production of sixteenth-century prints. But this interest extended to the creation of 
‘evidence’ for craft knowledge and workshop methods, and to collecting markets in Northern 
Europe. Historians of colour printing have long been puzzled by pair of sixteenth-century German 
knights that are known only through impressions of a proof ‘state’, but what have been considered 
single-sheets are instead cut from a nineteenth-century book. They appear to give unprecedented 
insights into sixteenth-century workshop methods and the unusual role of the blockcutter in the 
design of colour prints, but they instead reveal a later collector’s market. This poster identifies two 
'old master' woodcut single-sheet prints/book illusrations as late-eighteenth/early-ninteenth 
antiquarian revivals of early modern colour printing. It explores how collecting markets were driven 
by new colour-printing techniques that were applied to older imagery, including reprints from the 
original blocks and plates. It also argues that the collecting interest in the colour printing 
techniques, not just the prints or the iconographies they depict, drove the production of deceptive 
material evidence about early modern production methods. It concludes by exploring the 
implications of their production for the reception history of early colour printmaking.  
 
 
9. Colours of Anatomy: The Function and Style of Colour Printed Medical Figures 

compared to Fine Art Colour Prints, 1500–1850 Ad Stijnman Leiden University 
This project retrieves and analyses colour printed medical images (both single sheet prints and 
book illustrations) and fine art colour prints to research the appearance and meaning of the one in 
comparison to the other. The important question is how the appearance and function of early 
modern colour illustrations in medical literature differs from single-leaf colour art prints. Although 
the same printmaking processes were used, apparently different concepts created different styles. 
In particular, after 1700 growing medical knowledge combined with innovations in printmaking, 
which resulted in realistic medical colour figures that differed in style from artistic colour prints, and 
both were gradually more produced by specialised engravers, printers and publishers. Illustrations 
were created on an epistemological base and colour was included because it allowed for easy 
discerning of anatomical elements, such as bones, muscles and organs. Colour coding systems 
were also developed to show bodily ‘functions’, such as arteries in red and veins in blue. From the 
later eighteenth century colour became necessary for the realistic depiction of morbid symptoms 
in studies on pathology. Eventually the present use of colour in medical figures is derived from 
innovations in printmaking and medicine made three centuries ago. 
 
 
10. Printing Fashion in Colour 1700–1830 Corinne Thépaut-Cabasset Versailles 
Much research has been done on fashion and portraits, but the relationship between fashion and 
art has never been investigated from the perspective of scientific innovation in the art of engraving 
and printing colour. As early as the 1630s, in Europe, fashion was disseminated through 
engravings, the press aiming to be the leading connoisseur in describing current fashion trends. 
The Mercure (1673-1730) used illustrations to help understanding textiles and garments, which 
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were duly commented upon in the accompanying articles. These fashion plates were in black and 
white, while the colours of the attire were described in the text, which helped readers, tailors and 
seamstresses to translate images into fashionable items. By the mid-18th century, a regular fashion 
press appeared with the Galleries des Modes (1770s-1780s). A first issue was published in black 
and white, with a later issue using colour printing. How did one reflect the other? How did one 
connect one to the other? Just as the colour engraving of Boucher by Jean-François Janinet, La 
Toilette de Vénus (1783), was the first colour print to disseminate a painted work of art, late 18th-
century fashion plates in colours played the same role for the dissemination of fashion, its colours 
and materials. This paper intends to explain how the use of colour within a print culture could help 
to promote and interact within a fashion system. It will aim to connect creativity in the visual arts 
and material culture to scientific knowledge and innovation in 18th century Europe. Colour was 
used in fashion prints by such artists as Jacob Christoph Le Blon (1667-1741), Jean-Baptiste André 
Gautier D’Agoty (1740-1786) and Jean-François Janinet (1752-1814): the prints from the Gallerie 
des Modes will be the focus of this paper as they bring together images, texts and descriptions of 
existing garments and textiles. 
 
 
11. John Baptist Jackson's Woodcuts Evelyn Wöldicke Stiftung Brandenburger Tor 
John Baptist Jackson is one of the most remarkable woodcutters of the 18th century. He specialized 
in chiaroscuro and colour woodcuts and developed new printing methods regarding the use of a 
roller press, new tints and an elaborate scheme of overprinting and blind tooling. A set after 
Venetian paintings from the 16th century and another one inspired by Marco Ricci’s landscapes 
demonstrate his skills and sometimes also the technical problems he had. 
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Biographies 
 
David Alexander 
David Alexander, a long-time collector of prints, is Honorary Keeper of British Prints at the 
Fitzwilliam Museum, Cambridge. He has organised many exhibitions, including Affecting 
Moments: Prints of English Literature in the Age of Romantic Sensibility, York, 1993, and Caroline 
Watson: A Female Printmaker in Georgian England, Cambridge 2015. He has catalogued the work 
of a number of engravers including George Vertue and the caricaturist Richard Newton. His article 
on ‘Francesco Bartolozzi: A Cosmopolitan Engraver in London’ will shortly appear in Print 
Quarterly, of whose Board he is a member. 
 
Martin Andrews University of Reading 
Martin Andrews started his career as a museum and exhibition designer and in 1990 became a 
lecturer in Typography & Graphic Communication at the University of Reading. As well as teaching 
graphic design he concentrated on printing history and helped in the development of the 
department’s extensive historical collections and the Centre for Ephemera Studies. He has 
published widely and lectured in this country and abroad. Specialising in the history of nineteenth-
century commercial wood-engraving, he has also written a biography of the twentieth-century 
wood-engraver Robert Gibbings, the director of the Golden Cockerel Press. More recently he has 
been working with Alan May on a reconstruction of the one-pull press developed by Gutenberg. 
 
Wendy Andrews Cambridge University 
Wendy Andrews was awarded a PhD in Architecture from the University of Cambridge in 2017. She 
also holds a Master of Studies degree in Building History from the University of Cambridge and a 
BA Hons degree in English and History of Art from the University of Leicester. Since completing her 
PhD Wendy has undertaken various historic building research projects including for Historic 
England. Prior to her academic research, Wendy’s career was in communications for cultural 
institutions such as Arts Council England and Heritage Lottery Fund. She also served seven years 
on the National Trust’s East of England advisory board. 
 
Karen Attar Senate House Library 
Dr Karen Attar (BA Sydney, Australia; Ph.D. Cambridge; MA LIS, University College London) is the 
Curator of Rare Books and University Art at the University of London's Senate House Library, and an 
Associate Research Fellow at its Institute of English Studies. She has published widely on book 
collectors and library history, most recently an article in The Library on Senate House Library’s 
Shakespeare holdings (March 2018). She is best known as the editor of the third edition of the 
Directory of Rare Book and Special Collections in the United Kingdom and Republic of Ireland 
(2016). 
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Rob Banham Reading University 
Rob Banham is Associate Professor in the Department of Typography & Graphic Communication at 
the University of Reading, where he teaches design practice and the history of printing and design. 
His main research interests are: printed ephemera, the influence of printing technology on design, 
and the history of colour printing. He also writes and speaks about contemporary design. In 
addition to his teaching and research, Rob works as a freelance designer, specialising in designing 
books and journals. From 2002–2017 he edited and designed The Ephemerist (journal of the 
Ephemera Society), and from 2001–2010 was Chairman of the Friends of St Bride Library. 
 
Tansy Barton Senate House Library 
Tansy Barton is the Research Librarian for the Print Studies and Manuscript Studies Collections of 
Senate House Library, University of London.  She is currently working on projects with the Fuller 
Collection of seals and documents and the Library’s medieval manuscript fragments. 
 
Jake Benson Leiden University 
Jake Benson is a trained bookbinder, conservator, and paper marbler. A graduate of the Roshan 
Center for Persian Studies at the University of Maryland, he subsequently worked in Cairo as 
Curator and Senior Conservator for the Thesaurus Islamicus Foundation & Dar al-Kutub Manuscript 
Project at the National Library of Egypt. Currently, he is completing his doctoral dissertation on the 
history of paper marbling in the early modern Islamic world, investigating surviving physical 
evidence for the art in conjunction with technical accounts and literary references to the art written 
in Persian, Ottoman, Chagatai, and Urdu. 
 
Sidney Berger Simmons College; University of Illinois, Urbana-Champaign 
Dr. Sidney Berger is Director Emeritus of the Phillips Library, Peabody Essex Museum in Salem, 
Massachusetts. At the library schools of Simmons College and the University of Illinois he teaches 
courses in Rare Book and Special Collections Librarianship; History of the Book; Medieval 
Codicology; Bibliography; The Book as Physical Object; and The Manufacture, Materials, 
Decoration, and Bibliographic Description of Paper. His Rare Books and Special Collections won 
the American Library Association prize for the Best Book in Library Literature. And his recent The 
Dictionary of the Book was recently issued by Rowman & Littlefield. 
 
Andrew Bush National Trust 
Andrew Bush graduated from the University College of North Wales with a BSc in Wood Science in 
1978, and received a certificate in Paper Conservation from Camberwell School of Art and Crafts, 
London, in 1980. He then worked as a paper conservator in the National Maritime Museum, 
London, and since 1990, he has been at the National Trust, from 2000 as their adviser on paper 
conservation. Andrew has a particular interest in historic wallpapers, has published a number of 
articles for the Wallpaper History Society journal The Review, and in 2014, co-authored Chinese 
Wallpaper in National Trust Houses. 
 
Juliet Carey Waddesdon Manor 
Dr. Juliet Carey is Senior Curator at Waddesdon Manor (The Rothschild Collection), in charge of 
academic collaboration and research and curator of paintings, sculpture and works on paper. 
Publications include Theatres of Life: Drawings from The Rothschild Collection, exhibition 
catalogue, 2007; Aiming High: Porcelain, Sèvres and the Grand Vase, Art History, 31, 2008, pp. 
721-753; co-editor (with Colin Jones and Emily Richardson) and contributor to Charles-Germain de 
Saint-Aubin’s Livre de caricatures: The Art of Satire, Oxford, 2012. She has curated exhibitions 
including Taking Time: Chardin’s Boy Building a House of Cards and other paintings (Waddesdon, 
2012). She is currently preparing an exhibition about Gainsborough’s portraits in Van Dyck 
costume. 
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Esther Chadwick British Museum 
Esther Chadwick is a curator of prints in the Department of Prints and Drawings, British Museum. 
She is cataloguing prints in bound volumes, and is acting curator of British prints before 1880. 
Esther received her PhD in Art History at Yale University in 2016. 
 
Dionysia Christoforou Rijksmuseum 
Dionysia Christoforou is paper conservator at the Rijksmuseum since 2008. She studied 
Archaeology and Art History in Greece prior to completing her Masters in conservation of works of 
art on paper in Nortumbria University, England. Before coming to the Netherlands, she worked as 
a project paper conservator for the Walter Crane Archive at the Whitworth Art Gallery, University of 
Manchester. 
 
Gemma Cornetti Warburg Institute 
Gemma Cornetti is a PhD candidate at the Warburg Institute, London. Her research focuses on 
early modern Italian printed portraits. Cornetti completed a MA (distinction) in Art History, 
Curatorship and Renaissance Culture at the Warburg Institute, in collaboration with the National 
Gallery. She received a MA in Art History and a BA in Art History and Cultural Heritage (both 
summa cum laude) at the University of Florence. She also held an internship at Print Quarterly. 
 
Michèle V. Cloonan Simmons Colllege; University of Illinois, Urbana-Champaign 
Dr. Michele Cloonan is professor at the School of Library and Information Science at Simmons 
College, Boston, Massachusetts, where she was dean from 2002–2011. She has published 
extensively in the field of cultural heritage preservation and book trade history. Her most recent 
book, The Monumental Challenge of Preservation: The Past in a Volatile World, will be published 
by MIT Press in April 2018. 
 
Rob Dixon sirjoshuareynolds.com;stipple.co.uk 
Computer scientist and scholarly collector. After accountancy, merchant banking (S.G.Warburg) 
and stockbroking, Rob Dixon joined IBM UK selling mainframe computers, specialising in 
advanced financial systems. He became CFO then CEO of a multinational group of 45 companies. 
He became a dealer in 18th century prints. He designed, created and patented a new type of 
computer database – the ERROS Connectionist Database. With ERROS, Rob created STIPPLE, an 
advanced computer system for recording all aspects of fine and applied art history. With STIPPLE, 
he created a catalogue raisonné with union catalogues of 2,600 separate plates after Sir Joshua 
Reynolds. He has nearly completed a book that explains Reynolds vital involvement in ensuring the 
extraordinary quality of mezzotint engravings. 
 
Patricia Ferguson British Museum  
Patricia Ferguson, Project Curator, Monument Trust, 18th Century Prints and Ceramics, a one-year 
post at the British Museum, has been researching links between 18th-century printed ceramics and 
prints. She curated the display, ‘Pots with attitude: British satire on ceramics, 1760-1830’, in the 
Prints and Drawings Department, held in early 2018. Between 2006 and 2017, she was a consulting 
curator at the Victoria and Albert Museum in the Asian and Ceramic Departments, where she 
curated ‘Garnitures: Vase Sets from National Trust Houses’ and authored the associated 
publication. Since 2011, she has been the Hon. Adviser on Ceramics to the National Trust and is 
the author of ‘Ceramics: 400 years of British Collecting in 100 Masterpieces’ (Philip Wilson 
Publishing, 2016). 
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Antony Griffith British Museum 
Antony Griffiths was curator of prints at the British Museum, where he was Keeper of the 
Department of Prints and Drawings between 1991 and 2011. He has written numerous exhibition 
catalogues and two books, Prints and Printmaking (first published 1980), and The Print before 
Photography (published 2016). 
 
Sarah Grant Victoria & Albert Museum 
Dr Sarah Grant is Curator of 18th & 19th-century prints, fashion plates and engraved ornament in 
the Word & Image Department of the V&A Museum. She is co-author of ‘Style and Satire: Fashion 
in Print 1777-1927’ (2014), author of ‘Toiles de Jouy: French printed cottons’ (2010), and has 
contributed chapters and published articles on fashion plates, prints by Daumier, the ornament 
prints of Ignaz Unterberger and the V&A’s collection of Matisse lithographs. Sarah holds a DPhil in 
the History of Art from the University of Oxford and an MA from the Courtauld Institute of Art. 
 
Margaret Morgan Grasselli National Gallery of Art 
With a doctorate from Harvard University and specific expertise in French drawings of the 
eighteenth century, I have been working at the National Gallery of Art since 1980, serving as 
curator of old master drawings since 1989. I have co-organised monographic exhibitions on 
Antoine Watteau, Annibale Carracci, and Hubert Robert; several shows of drawings from private 
collections; and one that showcased the best French drawings, 1500 to 1800, in the National 
Gallery’s collection. My abiding interest in French colour prints of the eighteenth century was 
sparked by their close connection with drawings, and resulted in the 2003 exhibition, Colourful 
Impressions. 
 
Lea Hagedorn Herzog August Library 
Lea Hagedorn studied art history, philosophy and religious studies in Münster and Rome. Since 
2014, when she became a fellow of the Ursula Schneider foundation, she has been preparing her 
dissertation at the Herzog August Library, Wolfenbüttel. The dissertation examines portrait books 
of the sixteenth century, especially Paolo Giovio’s Elogia, which was published by Pietro Perna in 
two volumes in 1575/77 and contains about 200 woodcuts by Tobias Stimmer. Currently she has a 
fellowship with the Gerda Henkel foundation. 
 
Olenka Horbatsch 
Olenka Horbatsch is curator of Dutch, Flemish and German prints and drawings at the British 
Museum. She completed her PhD on sixteenth-century Netherlandish printmaking, specifically 
Lucas van Leyden and his lesser-known contemporaries in the northern and southern Low 
Countries. She has previously worked at the Rijksmuseum (Amsterdam) and the Art Gallery of 
Ontario (Toronto), and she has held fellowships at the Kupferstichkabinett (Berlin) and the Center 
for Reformation and Renaissance Studies (Toronto). 
 
Geert-Jan Janse Utrecht University 
Geert-Jan Janse (Rotterdam, The Netherlands, 1983) studied History at Leiden University, the 
Netherlands and History of Art at the University of Amsterdam. He obtained a Research Master’s at 
the Warburg Institute where he specialized in Early Modern Italian art. Between 2009-2013 Geert-
Jan worked at Teylers Museum, Haarlem, The Netherlands, where he was responsible for the 
museum’s digital strategy. Having lived in Beijing between 2013-2015, Geert-Jan is now based in 
Paris and Utrecht. As a PhD student at Utrecht University (supervisor Prof. Thijs Weststeijn) he 
focuses on European images of China in the 18th century. 
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Corinne Le Bitouzé Bibliothèque nationale de France 
Archiviste-paléographe, directrice adjointe du département des Estampes et de la photographie 
de la Bibliothèque nationale de France, conservateur général, chargée du fonds d’estampes du 
XVIIIe siècle. A participé au Dictionnaire des éditeurs d’estampes à Paris sous l’Ancien Régime sous 
la direction de Maxime Préaud. A publié plusieurs articles sur l’histoire des collections du 
département des Estampes de la BnF. Co-commissaire de l’exposition « Casanova, la passion de la 
Liberté » à la BnF, en 2011. Prépare actuellement une exposition sur l’architecte et dessinateur 
français Jean-Jacques Lequeu (1757–1826). 
 
Sarah Lowengard The Cooper Union 
I am a historian of technology and science whose research combines art, material culture and 
materials science into more typical historical concerns of social, economic and intellectual life. At 
present, I am writing a book about the technologies of printing in colours before 1800, and 
completing a series of essays about the social, technological and scientific transformations that 
result from eighteenth-century encounters trade and industrialization (East and West). I am a 
member of the Faculty of Humanities and Social Sciences at The Cooper Union, in New York City. 
 
Phillippa Mapes English Heritage 
After graduating from the Victoria and Albert Museum/Royal College of Art in 1993 with an MA 
(Distinction) in the Conservation of Historic Wallpapers, I ran my own business for ten years 
conserving wallpapers in historic buildings across Britain and abroad. I then spent eight years in 
the Curatorial and Conservation Team at English Heritage looking after a portfolio of historic 
properties, before returning to study for a PhD in history at the University of Leicester. I currently 
work part time as an independent researcher and part time for English Heritage. 
 
Jan Michel Massing Cambridge University 
Jean Michel Massing is Professor Emeritus in History of Art and a Fellow of King’s College, 
Cambridge. He has published widely on numerous topics. His most recent books include: From 
the “Age of Discovery” to the Age of Abolition: Europe and the World Beyond (The Image of the 
Black in Western Art, 3.2), Cambridge, Mass. 2011; The Slave in European Art: From Renaissance 
Trophy to Abolitionist Emblem (ed., with E. McGrath), (Warburg Institute Colloquia, 20), London 
2012; Marfins no Impéro Português / Ivories of the Portuguese Empire (with Gauvin Alexander 
Bailey and Nuno Vassallo e Silva), Lisbon 2013; King's College Chapel 1515–2015: Art, Music and 
Religion in Cambridge (ed., with N. Zeeman), London / Turnhout 2014.  He has been on the 
Editorial Board of Print Quarterly since the beginning. His article on “Jerome Nadal’s Evangelicae 
historiae imagines (1593) and his Adnotationes et Meditationes in Evangelia (1594); Their Influence 
from Paraguay to China” will be published in the next volume of the Journal of the Warburg and 
Courtauld Institutes. 
 
Liz Miller V&A Museum 
Liz Miller is Senior Curator of Prints in the Word & Image Department of the Victoria & Albert 
Museum. Her publications include Hand Coloured British Prints (1987) and Sixteenth-century 
Italian Ornament Prints in the V&A (1999). She contributed on prints to the exhibition catalogue At 
Home in Renaissance Italy (V&A, 2006) and was co-editor of The Arts of Living: Europe 1600-1815 
(2015) which accompanied the V&A’s new Europe Galleries. In 2016-17 she undertook a 
Leverhulme Fellowship focussed on the architecture and ornament publications of Antonio Lafreri 
which will form the subject of a forthcoming article. 
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Manon van der Mullen Rijksmuseum 
Manon van der Mullen studied Art History at Utrecht University. After her position at the print room 
of the Austrian Museum of Applied Arts (MAK) in Vienna, she joined the Rijksmuseum in 2012, 
holding positions including cataloguer of prints and provenance researcher. In addition to her 
position as junior curator of prints, she is a researcher for the Print Room Online digitization 
project. 
 
Alice Nicoliello 
Alice Nicoliello completed her Post-Graduate Diploma at the University of Milan in 2016. She 
previously received a BA in History of Art (2010), and a Graduate Diploma (2013) from the same 
university. She did an internship at the Museo d’Arte Antica del Castello Sforzesco in Milan, (2016) 
and has held a fellowship at the Department of Prints and Drawing of the British Museum (2017). 
 
Julia Nurse Wellcome Collection 
Julia Nurse is a Collections Researcher within Wellcome Collection. She is responsible for 
researching and assisting with research of the Library collections, particularly for inclusion in the 
Wellcome Collection exhibition programme. With a background in art history, she has worked 
previously in the Prints & Drawings department at the British Museum, as Assistant Curator of the 
Iconographic Collections within the Wellcome Library, and as co-curator of the content within 
Wellcome Collection's Reading Room. Among the exhibitions she has helped content selection for 
are 'Bedlam', 'Electricity: the spark of life' and, more recently, 'Can Graphic Design Save Your Life'. 
 
Chiara Palandri National Library of Norway 
Chiara Palandri is a Book and Paper conservator graduated at Istituto per la Patologia del Libro 
‘Alfonso Gallo’ (ICPL) in Rome. Her long professional career is articulated in various fields and 
different professional experiences. She worked as book and paper conservator in her own studio in 
Genova, Italy, from graduation until 1998, dealing with conservation projects for Public Libraries 
and Museums. Since 1999 Chiara Palandri works as senior book and paper conservator at the 
Conservation Department of the National Library of Norway. From 2004 to 2015, she taught in 
Conservation and Restoration of parchment and paper based materials at the Academy of Fine 
Arts of Brera in Milan (Italy), leading both labs and theoretical courses. In 2015 Chiara Palandri was 
appointed Professor in Conservation of Cultural Heritage, leading the Paper and Parchment 
Conservation Department in Brera. She is supervisor for master thesis in conservation, member of 
several organizations and an active member in international projects in the field of conservation 
and history of techniques and materials. Since 2015 she is a member of the IADA Board 
(International Association of Book and Paper Conservators). 
 
Michael Phillips University of York 
Michael Phillips was guest curator of the major exhibitions of Blake at Tate Britain (2000), 
Metropolitan Museum of Art (2001), Petit Palais (2009) and, most recently, the acclaimed exhibition 
and catalogue, William Blake Apprentice & Master (Ashmolean Museum, Oxford, 2014–15). He has 
also trained as a printmaker in order to research Blake's graphic techniques used in producing the 
illuminated books; that he is now able to re-create (http://williamblakeprints.co.uk). An archive of 
this research forms part of the Rare Book and Special Collections Division of the Library of 
Congress, Washington, D. C., in association with the Lessing J. Rosenwald Blake Collection. 
 
Bob Richardson St Bride Foundation 
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Robin Rider University of Wisconsin-Madison 
Robin Rider is Curator of Special Collections in the Department of Special Collections, General 
Library System, University of Wisconsin-Madison, and senior lecturer in the History Department. 
Her research, writing, and teaching sit at the intersection of history of science and history of print 
culture. Among the many exhibits she has curated in Special Collections are ‘Natural History: 
Natural Philosophy, ‘Books of Nature’, ‘Color Enhanced: Use of Color in Scientific Books’, and 
‘Color in Print.’ She holds a Ph.D. in history from the University of California, Berkeley. 
 
Gill Saunders V&A Museum 
Gill Saunders is Head of Prints in the Word & Image Department of the Victoria & Albert Museum, 
and an Honorary Member of the Printmakers Council. Her publications include Picturing Plants: an 
analytical history of botanical Illustration (1995), Wallpaper in Interior Decoration (2002), Prints 
Now: Directions and Definitions (2006; with Rosie Miles), and In Black and White: prints from Africa 
and the Diaspora (with Zoe Whitley, 2013). She is the curator of a current V&A touring exhibition 
Pop Art in Print, and her latest book, on seaside holiday posters, will be published by Thames & 
Hudson in January 2018. 
 
Elizabeth Savage Institute of English Studies 
Elizabeth Savage is British Academy Postdoctoral Fellow, Lecturer in Book History and 
Communications, Institute of English Studies; By-Fellow, Churchill College, Cambridge. She took 
her PhD in History of Art at Cambridge, where she was later Munby Fellow in Bibliography and 
postdoctoral research fellow in English. Her research concerns early printing techniques, especially 
for colour. In 2016-17, she holds a British Academy Rising Star Engagement Award, the Wolfgang 
Ratjen Prize for distinguished research in graphic arts, and Honorable Mention at the IFPDA Book 
Awards for Printing Colour 1400–1700 (2015), which she edited with Ad Stijnman. Her next book is 
under contract with Oxford. Her recent curation includes exhibitions at the British Museum and 
Cambridge University Library. She convenes courses on the history of early colour printing and 
print matrice/printing surfaces at London Rare Books School. 
https://sas.academia.edu/ElizabethSavage 
 
Jef Schaeps 
Jef Schaeps is curator of Prints & Drawings at Leiden University Libraries since 2005. He works 
mainly on the sixteenth century but has an interest in contemporary drawing and printmaking as 
well. In 2018 he plans to finish his PhD on the illustrated title-page in the Low Countries, 1473–
1585 (including research into the use of colour). In 2016 he published, together with some 
colleagues, For Study and Delight, a survey of the Leiden collections of prints and drawings, from 
1500 until the present day. 
 
William Schupbach Wellcome Collection 
William Schupbach is a Research Development Specialist (Art and Visual Culture). He provides 
specialist information about Wellcome's visual culture and iconographic collections both to the 
public and to other members of Wellcome staff who require it for seminars, exhibitions, web 
development. In providing this information through the Wellcome Library online catalogue, 
William attracts new audiences by emphasizing themes not already well represented there. 
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Claudia-Alexandra Schwaighofer 
Claudia-Alexandra Schwaighofer studied 1992–2001 art history, literature, political science and 
marketing at the Ludwig-Maximilians-Universität Munich. M.A. 2001 The art of Imitation. Dürer, 
Carracci and Parmigianino in the reproductive prints of Maria Katharina Prestel (1747–1794). 2006 
Ph.D. From Connoisseurship to Science: Collections of Prints after Drawings 1726–1757. 2006-
2010 Research grant, Kölner Gymnasial- und Stiftungsfonds, project: the former collection of prints 
and drawings from the Jesuits’ college in Cologne, now located in Paris. 2008–2010 Research 
grant, Assistant for the Department of Prints and Drawings, Munich. Currently, she works as a 
freelance editor, writer and researcher. 
 
Rachel Sloan Courtauld Institute of Art 
Rachel Sloan received her MA and PhD from The Courtauld Institute and is currently Assistant 
Curator of Works on Paper in The Courtauld Gallery, with responsibility for the collection of prints. 
Exhibitions she has curated include The Image of the Artist (J Paul Getty Museum, Los Angeles, 
2011), Echoes of Japan: The Prints of Henri Riviere (Santa Barbara Museum of Art, 2011) and 
Bruegel to Freud: Prints from The Courtauld Gallery (2014). Her research interests span the whole 
of the 19th century, with particular reference to works on paper and, more broadly, the relationship 
between drawings and prints. 
 
Roger Smith New Baxter Society 
Roger Smith has been a collector of Baxter Prints and member of The New Baxter Society for over 
20 years. He is a former Chairman and Newsletter Editor for the Society and has been responsible 
for their website since its inception in 1997. He co-authored two books published by the Society 
(Pictorial Catalogues of Baxter Process prints by Mansell and Bradshaw & Blacklock), both books 
adding significantly to the catalogues issued in the 1920s, and is currently developing an online 
catalogue database for Baxter Process prints. He has given talks at public exhibitions and at New 
Baxter Society meetings. 
 
Benedetta Spadaccini Ambrosiana Library 
Benedetta Spadaccini (Ph.D). Since 2010 she is Curatorial Assistant of the Keeper of Drawings and 
Prints at the Biblioteca Ambrosiana in Milan. In 2012 she won the Bromberg Fellowship at the 
British Museum and in 2013 she became the first woman and youngest person nominated as 
Dottore Aggregato (auxiliary member of the board) of the Ambrosiana, with a special assignment 
curating the prints collection. She curated some exhibitions at the Ambrosiana and she wrote 
several catalog entries of prints and drawings. She is member of: Association of Print Scholars, Ars 
Graphica and Midwest Art History Society. 
 
Ad Stijnman Leiden University 
Ad Stijnman (PhD University of Amsterdam) is an scholar for historical printmaking processes, 
specialising in manual intaglio printmaking techniques. He lectured and published widely on the 
subject, including his seminal Engraving and Etching 1400–2000: A History of the Development of 
Manual Intaglio Printmaking Processes (2012), for which he was awarded the Karel van Manderprijs 
for outstanding Dutch art historical publications. Together with Elizabeth Savage he co-edited 
Printing Colour 1400–1700: History, Techniques, Functions and Receptions (2015). His curatorial 
activity includes exhibitions on medieval prints, early modern colour prints and Rembrandt 
etchings on Japanese paper. 
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Zalina Tetermazova Pushkin State Museum of Fine Arts 
Zalina V. Tetermazova is a PhD Candidate in History of Art at Moscow Lomonosov State University 
and an Art History lecturer at the Pushkin State Museum of Fine Arts (Moscow). 
In her research, Zalina explores the relationship between portrait painting and engraving in Russia 
in the second half of the 18th century. In 2016, she developed the Museum Public Lectures course 
‘Reflections’: Portrait in Eighteenth-Century Europe, Painting and Engraving. Other fields of interest 
include Old Master prints and drawings, eighteenth- and nineteenth-century British Art, Russian Art 
History and the relations between words and images. E-mail: zalinnas@list.ru Tel.: +7 906 799 30 
64 
 
Corinne Thépaut-Cabasset Versailles 
Corinne Thépaut-Cabasset is a historian and art historian specializing in decorative arts before 
1800. She is a research associate at the palace of Versailles. In 2010-2013, she was recruted by the 
Victoria and Albert Museum for the 3-years international research project led by Prof. Evelyn Welch 
(Vice-principal King’s College London) ‘Fashioning the Early Modern: Creativity and Innovation in 
Europe 1500-1800’ funded by Humanities in the Research Area (HERA). She also contributed to the 
V&A Galleries ‘Europe 1600–1800’. In 2015, her research project ‘Dressing the New World’ was 
awarded a Marie Curie European grant (Horizon 2020), at the University of Copenhagen: 
https://dressworld.hypotheses.org  
 
Simon Turner Hollstein 
I am presently compiling, together with Jaco Rutgers, a new catalogue of the prints after Rubens 
for the New Hollstein series. I also have German Hollstein editing duties. My previous research was 
on the colourful oeuvre of Johannes Teyler and I was involved in the conference ‘Impressions of 
Colour’ held in Cambridge in 2011 and my work was included in the subsequent volume Printing 
Colour 1400–1700 (2015) edited by Ad Stijnman and Elizabeth Savage. I have published 
extensively in Print Quarterly and elsewhere on a variety of print-related topics. 
 
Evelyn Wöldicke Stiftung Brandenburger Tor 
Evelyn Wöldicke (PhD Freie Universität Berlin) works as Assistant Curator at the Stiftung 
Branderburger Tor, Kulturstiftung der Berliner Sparkasse, Berlin. In the field of printmaking, her 
research focuses on the 18th-century and on the history of woodcutting. She is particularly 
interested in technical issues and the author of Die Renaissance einer vergessenen Technik: 
Clairobscur-Holzschnitte im 18. Jahrhundert / The Rebirth of a Forgotten Printing Technique: 
Chiaroscsuro Woodcuts in the 18th-Century (2014). 
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Senate House  
Senate House, Malet Street, WC1E 7HU  
Five-minute walk from Russell Square, Goodge Street, and Holborn stations. Ten- minute 
walk from Euston, Euston Square, and Tottenham Court Road stations. 
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Venue 1: British 
Library  
96 Euston Rd, London NW1 2DB 
Three-minute walk from King’s Cross/St Pancras. Five-minute walk from Euston. 15-minute 
walk from Russell Square. 
 
Please allow 5–10 minutes for security. Meet at the reception desk just inside the main 
entrance to collect nametags. The group must enter the study room together, so latecomers 
will not be admitted. 
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Venue 2: British 
Museum  
Great Russell Street, London WC1B 3DG 
North entrance (Montague Place; for Prints & Drawings): Five-minute walk from Russell 
Square. Main entrance (Great Russell St; for coat check): Five-minute walk from Tottenham 
Court Road and Holborn stations.  
 
Allow 15-20 minutes for security (the queue is often shorter at the north entrance). Meet at 
the entrance to the Prints & Drawings Study Room, 4th floor, behind the Michelangelo 
cartoon. This is directly above the north entrance. 
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Venue 3: 
Courtauld 
Somerset House, Strand, London WC2R 0RN 
Five-minute walk from Temple and Holborn tube stations. 10-minute walk from Charing Cross, 
Embankment and Covent Garden tube stations. 
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Venue 4: Senate 
House Library  
4th floor, Senate House, Malet St, Bloomsbury, London WC1E 7HU 
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Venue 5: St 
Bride Library 
14 Bride Lane, London EC4Y 8EQ 
Two-minute walk from City Thameslink station. Five-minute walk from Blackfriars station. Ten-minute walk 
from St Paul’s station. 15-minute walk from Temple station. 
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Venue 6: V&A 
Cromwell Rd, Knightsbridge, London SW7 2RL 
Five-minute walk from South Kensington station. It’s faster to take the side entrance on Exhibition Road. Allow 
time for security and coat/bag check. 
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Venue 7: 
Wellcome Library 
183 Euston Rd, Bloomsbury, London NW1 2BE 
Three-minute walk from Euston Station. 
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