











Recoloring
Losses
IN Historic
Indonesian
Textiles

The textiles exhibited in Nusantara: Six Centuries of Indonesian Textiles

are more than aesthetically impressive: they stand as material testimonies
to the creative, technological, and economic interconnectivity of distinct
cultures both within and beyond the islands of Indonesia. Textiles, however,
are among the artifacts most vulnerable to deterioration. Their decay
occurs through numerous pathways, which are often interdependent and
gradual. Determining the most appropriate method for conserving such
objects requires specialized knowledge of not only fiber chemistry and
textile structures but also the work’s own unique history.

WITH TEXTILE ARTS AT THE FOREFRONT of Nusantara,
| joined the Yale University Art Gallery as a fellow in textiles
conservation to support the safe display of the 72 artifacts in

the show, over a third of which required structural stabilization.

Among them was a ritual cloth (sokong) created by a Sasak
weaver sometime between the mid-17th and the 18th century
in Sembalun Village, on the Indonesian island of Lombok.
In the three centuries since its creation, the cloth had suffered
multiple losses (shown top right). The modern philosophy
and professional standards of conservation advocate that any
interventions remain visibly distinct from the object upon
close inspection, and at the same time are neither obtrusive
nor distracting; in addition, the conservator’s work must be
durable yet reversible. To meet these edicts, | opted to prepare
the cloth for exhibition by stitching custom-dyed fabrics of
suitable fiber type, weave, and weight to its reverse, patching
the compromised regions.

Color-matching support fabrics to a historic textile
is a time-intensive process involving aesthetic judgment,
chemistry, patience, and perseverance. The sokong is a fine

example of ikat dyeing, whereby the patterns are created

by resist dyeing the yarn prior to weaving. Like most other
historic Indonesian textiles, it had originally been crafted
using natural dyestuffs, whereas conservators today employ
synthetic dyes both in the interest of the safety of the

textile and to ensure the longevity of the treatment. Accurate
color-matching requires producing up to six samples at

a time, which are recorded on recipe sheets (shown opposite).
In the case of the sokong, four rounds of sample dyeing were
required to finesse the color, achieving an accurate match to
its rich palette.

Once the color-matched patches are applied to the
textile’s reverse using specialized stitch techniques, the sokong
will benefit not only from structural reinforcement but also,
on an aesthetic level, from greater visual cohesion. The aim is
to preserve the work’s material and interpretive legacies, rather
than to erase or hide its history.

Lauren Van Dessel is Postgraduate Fellow in
Textiles Conservation.

The author color-matching Ritual Cloth (Sokong, Ragi Ana’ Nene’), Indonesia, Lombok, Sembalun or Bayan, Sasak,
mid-17th to 18th century. Cotton; weft-faced plain weave, weft ikat, and discontinuous supplementary weft. Yale University Art Gallery,

Promised gift of Thomas Jaffe, B.A. 1971

9




NEW
ON
VIEW

Printing
Darkness

A Prints and
Drawings
Collaboration
with the

Yale Center
for British Art

Henri Fantin-Latour, L'étoile du soir (The Evening Star), from Tannhduser, 1877. Lithograph.

Yale University Art Gallery, Gift of Charles Nagel, Jr., B.A. 1923, B.F.A. 1926, M.F.A. 1928
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JOSEPH HENRY

To go in the dark with a light
is to know the light.

To know the dark, go dark.
Go without sight,

and find that the dark, too,
blooms and sings,

and is traveled by dark feet
and dark wings.

—Wendell Berry,
“To Know the Dark”

AT ITS MOST ELEMENTARY LEVEL, printmaking
relies on the contrast between darkness and
light. Each technique approaches this dynamic
differently, from the strong contrasts of woodcut
to the feathery marks of etching. The new
prints and drawings rotation at the Yale University
Art Gallery, organized in collaboration with the
Yale Center for British Art on the occasion of
its reopening, surveys the fundamental role of
darkness in printmaking from the 16th century
to the present day. The works portray moments
of shadow, twilight, and gloom to explore
atmospheres ranging from the menacing and
mysterious to the tranquil and spiritual. The theme
of the show, and the use of the evocative poem
above, draws on the Gallery’s 2006-7 exhibition
To Know the Dark: American Artists’ Vision of Night.
In Jean Veber's City of Paris during the
Month of August 1914 (1914), for example, a dark
swathe symbolizes the dire fate of the titular
city in the opening months of the First World War,
while the crepuscular sky in Henri Fantin-Latour’s
Evening Star (1877; shown above) sets the scene
for a religious experience. Indeed, the selections in
Printing Darkness reveal that it is only in darkness
that light can become fully apparent, whether as
literal illumination or as an enlightening metaphor
for inspiration, clarity, and resistance.

Joseph Henry was the 2023-25 Florence B. Selden
Fellow, Department of Prints and Drawings.

Printing Darkness is on view through
December 7,2025.

NEW
ON
VIEW

DANIEL MENZO

ELLEN AUERBACH AND GRETE STERN founded
their Berlin-based experimental design and
photography studio ringl + pit in 1930, using their
childhood nicknames to brand the studio’s playful
approach to advertising and portraiture. Before
closing its doors in the final years of the Weimar
Repubilic, ringl (Stern) + pit (Auerbach) embraced
Modernist methods while photographing details
of products often associated with femininity,

thus creating layered artworks that invite a deeper
critical engagement. The current rotation of the
Department of Photography highlights some of
the contributions Auerbach and Stern made to the
medium'’s history.

Soapsuds (1930) exemplifies the wit behind
ringl + pit’s collaborative practice, as well as how
the studio adopted and refashioned larger themes
of Modernist photography. Rather than centering a
smartly packaged bar of soap, the photograph lures
the viewer in with an abundance of tiny bubbles
that coat the model’s hands as they gesture the act
of cleaning. The tightly framed aerial perspective
of the disembodied hands resonates with the
work of contemporaries such as El Lissitzky and
Laszlé Moholy-Nagy, who revered artists—and
especially photographers—as architects of a new
society. However, here ringl + pit seems to offer a
softer, more sensual approach to the era’s other-
wise male-dominated and aggressive rhetoric of
social construction.

Given the hostile environment in Germany on

[ | ,
the eve of Adolf Hitler's 1933 appointment as
chancellor, this haptic image of washing dirty hands
subtly touches on the perils of Nazism, presaging

its fascist ideology of racial hygiene. Likewise, the
overabundance of suds tips the scale of realism,
to the point of questioning what tainted these

hands in the first place: From what, exactly, are they
making themselves clean?

Daniel Menzo was the 2023-25 Marcia Brady Tucker
Fellow, Department of Photography.

The Shared New Vision of ringl + pit is on view
through December 7, 2025.

ringl + pit, Seifenlauge (Soapsuds), 1930, printed ca. 1970-84. Gelatin silver print. Yale University Art Gallery, Everett V. Meeks, B.A. 1901, Fund.
© Ellen Auerbach/VG Bild-Kunst, Bonn 2025. © Heirs of Grete Stern, Courtesy Jorge Mara La Ruche
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Abbey
Returns

MARK D. MITCHELL

London

Opening November 20 at the National
Gallery, London, Edwin Austin Abbey:
By the Dawn’s Early Light presents
highlights from the Yale University Art
Gallery’s recent exhibition The Dance of
Life: Figure and Imagination in American
Art, 1876-1917, including Abbey’s vast
half-scale study (shown above) for The
Hours in the Pennsylvania State Capitol.

ABBEY WORKED IN ENGLAND from 1878 until his death in 1911
and painted his landmark murals for the Boston Public Library and
Pennsylvania Capitol in his studios in London and rural Fairford.
Despite his long career in England, this will be the first significant
display of his work there since his memorial exhibition at the Royal
Academy in 1912, which consisted of 322 works chosen by his dear
friend John Singer Sargent.

Abbey and his wife, Gertrude, long hoped his work would
someday reach the National Gallery’s walls. Because of the
large size of Abbey’s estate—over 3,000 works in all—several
institutions, including the Royal Academy, ultimately declined the
bequest after Gertrude’s death in 1931. The collection eventually
came to Yale in 1937.

The opportunity to renew appreciation for Abbey’s artwork
in England is a special one that is enhanced by the National
Gallery’s decision to install Edwin Austin Abbey: By the Dawn'’s Early
Light in its historic Gallery One, at the top of the grand staircase of
the museum’s 1838 Wilkins Building—and one of the very galleries
where Abbey found inspiration.

Mark D. Mitchell is the Holcombe T. Green Curator of American
Paintings and Sculpture.

A Gallery Talk presented by Kelsey Wingel, Associate Conservator of Paintings, in conjunction with The Dance of Life, December 2024
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COMING
SOON

MARGARET EWING

Unbounded

One of the leading sculptors
working today, Jes Fan combines
an experimental and innovative
approach to materials with elegant
forms, creating a striking interplay
of fragility and strength. The objects
incorporate techniques that range
from the very traditional, like glass-
blowing, to the very contemporary,
like new imaging technologies.

The upcoming exhibition Jes Fan:
Unbounded will showcase the
breadth of Fan's practice, with
sculptures and videos from their
decade-long career.

Jes Fan, Bivalve Il, 2023. Aqua resin, glass, pigment, and metal.
Collection Timothy Tan. Photo courtesy the artist
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FAN’'S EXQUISITE ABSTRACT RESIN AND GLASS sculptures
reference subjects from across the natural world, revealing

the ways in which categories and boundaries are more plastic
and permeable than they may first appear. Several of the works
in the exhibition integrate forms from the human body, which
have been scanned, 3D printed, and cast in resin. Others relate
to nonhuman organisms, including bivalves and the agarwood
tree, both of which have developed adaptive responses

to incursions, such as contamination and injury.

Fan was born in Canada, raised in Hong Kong, and is now
based in Brooklyn. Hong Kong is the geographic anchor of
their work and has shaped it both visually and thematically. Its
physical terrain and infrastructure, as well as the psychological
experience of living between East and West, old and new, and
colonial and postcolonial, are imprinted within their sculptures.
The thin tubes seen in certain objects—including Bivalve I,
shown above—can be traced to the banyan trees and local
architecture of Hong Kong, while Fan’s oeuvre more broadly
reflects the intersecting and overlapping layers of the city’s
political past and present. Exploring questions of gender,
race, and nationality, Fan’s work subtly deconstructs binary
definitions of identity.

Margaret Ewing is the Horace W. Goldsmith Assistant Curator
of Modern and Contemporary Art.

Jes Fan: Unbounded will be on view from February 27 to
June 28, 2026. Exhibition made possible by the Happy
and Bob Doran Artist-in-Residence Fund and the Joann
and Gifford Phillips, Class of 1942, Fund.
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Hans Hofmann

HANS HOFMANN was one of the most progressive and
influential art teachers in America in the 20th century, an
achievement that has often overshadowed his artistic
accomplishments. This focused exhibition presents a small
but revealing selection of paintings and works on paper from
the collection of the Yale University Art Gallery that engage
with Hofmann’s dual legacy as an artist-teacher and illustrate
how teaching informed his own prolific output.

Hofmann’s artistic training began in the late 1890s and
early 1900s in Munich, where he also taught art. He later
immersed himself in the creative milieu of Paris, returning to
Germany during the First World War and teaching summer
sessions throughout Europe before eventually settling in the
United States in the early 1930s. An adherent of the avant-garde
art movements of the time, Hofmann offered his students a
direct connection to the work of Modernist masters such as
Paul Cézanne, Henri Matisse, and Pablo Picasso. From 1934/35,
when he founded his eponymous schools in New York City
and Provincetown, Massachusetts, to 1957, when he closed

both to devote himself to painting, he took a novel approach to
instruction in the formal principles of color, form, and space.
Throughout his work, Hofmann espoused his famous “push/pul
theory, which stressed the importance of opposing forces in
color or form to create a sense of advancement and recession—
thus activating pictorial space.

As the dynamic works in the exhibition illustrate,
Hofmann'’s artistic practice is indebted to the traditions of
European Modernism but also marked by radical innovation
and contradictory extremes. The painting shown here—titled
The Pond—is one of two anchors of the show. Completed
in 1958, it is emblematic of his career-long interest in nature
as well as the surge of creativity that energized his oeuvre
following his retirement from teaching.

|"

Michele Wije is Curatorial Project Manager.

Hans Hofmann will be on view from November 7, 2025,
to June 28, 2026. Exhibition made possible by the
Stephen S. Lash Fund.

Hans Hofmann, The Pond, 1958. Oil on canvas. Yale University Art Gallery, Gift of Richard Brown Baker, B.A. 1935.
With permission of the Renate, Hans & Maria Hofmann Trust/Artists Rights Society (ARS), New York
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Creating the =:
Gallery Archives

When a visiting researcher sought
to confirm whether a Josef Albers
painting still stood in its original,
hand-carved frame, the evidence
surfaced not on the gallery wall but
from a gray archival box. Inside were
installation photographs from a 1956
exhibition: the same painting, in a

frame with the same molding profile.

Those visual records now underpin
exhibition checklists, studies of the
artist’s frames, and a forthcoming
catalogue raisonné.

Archival photograph of an exhibition at the Gallery, with the work
of Josef Albers on display, 1956. Photo courtesy the Yale University
Art Gallery Archives
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SUCH QUIET WINS HAPPEN DAILY in the Yale University
Art Gallery's newly centralized archives. Many requests from
scholars, conservators, and the Yale community have turned
folders of artists’ letters, exhibition checklists, and historical
photographs into research topics, publications, and other
projects. Enhancing description of and accessibility to the
Gallery's archival holdings has been a focus of my role,
which | took up in late 2023. Several curatorial collections are
being processed for the first time. For example, the William
Siegmann papers trace decades of expertise in African

art, across continents and institutions. The Allan Chasanoff
Archive pairs the photographer’s conceptual images with
his notes and with iterative samples of his artwork. And the
Famous Photographers School collection opens a window
onto midcentury photographic education with contact
sheets and curricula.

Archiving these materials lays the groundwork for
exhibitions, publications, and research. Behind the scenes,
the archives animate the museum’s history as well as
its future.

Rachel Mihalko Kanter is Project Archivist,
Registrar’s Office.
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