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Although this portfolio of prints involves three processes, etching, aquatint and watercolor,
and took Stanley Boxer over a year to complete, it looks so fresh and spontaneous. Part of this is
due to the fact that neither the imagery nor the concern with surface patterning that appears
here was new to him. He had at his command a vocabulary of shapes and lines that is the result
of a love affair with drawing that crystallized as early as 1946 and has continued to interest him
up to the present time. He was able to take advantage of the etching process with ease. The very
nature of etching which is an art of linc, uscd to arrive at a maximum expression with a mini-
mum means, has in no way intimidated him.

But it is the imagery that perhaps entices one first. Boxer unveils a world of fantasy where
sylphs and cherubs intermingle with elephants, wild horses, birds and butterflies and other
beasts harder to identify because they mnetamorphose so gracefully and subtly from one into an-
other. Boxer’s nudes who at first appear to be a kind of feminine prototype (diminutive,
plump and supple), upon closer examination suggest nymphs, angels, venuses, earth goddesses,
even centaurs. However, they elude any categorization in traditional mythological terms partly
due to their simple, reduced forms and partly due to their juxtapositions. His animals are more

specific and more detailed although if one reads them as surrogates for the male, as I am inclined
to do, they remain, at the same time, more disguised.

The most forbidding are the overstuffed birds with their long, curved beaks. Teensed serpents
who reach out to touch nymphs appear more curious than threatening. The predominant
feeling is one of tenderness, whimsicality and innocence. These beings live together in close
quarters, linked by a subtle chain of glances, touches and movements. Conversing or observing,
they recline, crouch, run or float in an airy, gravityless atmosphere or what sometimes appears
to be more like a world under the sea. Undercutting ritual and narrative, it is a primeval world
that synthesizes Alice’s Wonderland and Matisse’s Arcadia.

Boxer’s reliance on childhood memory, dream atmosphere and distortions of size indicates a
surrealist sensibility but his use of these devices always remains intuitive, never suffering from
surrealism’s literary tendencies. And its usual focus on erotic elements is extremely restrained
and only politely hinted at here. Where he comes closest to a surreal style is in his personal
adaptation of the metamorphosing process. He may actually change part of the shape of a figure
or animal to suggest two at the same time, but more pervasive is the way he uses surface texture.
For example, what appears to be an antelope displays the markings of a giraffe while a giraffe’s
coat suddenly becomes as crusty as an alligator’s. He includes plant life by actually absorbing it
into figures and animals. Shapes that originally resemble leaves become smaller, turn into fish
scales, attenuate into bird’s feathers or the strands of a woman'’s hair.

This use of texture or surface patterning in his etching technique should not be underesti-
mated. It is not merely a way of delineating forms or connecting images but it makes note at the
same time that a work of art is, in fact, an accumulation of marks on the surface. For instance,
what reads as a rabbit’s coat also reads as hatching. Crosshatches are spiderwebs. In this way
the patterns become the tissue that connects the content to the forms. It is also in tune with his
more automatic method of applying his watercolors.

Unlike drawing, etching requires a more precise notion of concept because it doesn’t allow
for the possibility of erasure. Boxer’s clear female figures, defined only by their continuous,
elastic and attenuated contours, reveal a sure hand. There is a great deal of variety to his line,
from a very crisp, delicate, thin line to a broad, deeper one which allows for tiny pools or dots of
color to collect. Although usually the etched line is employed to define the figures, it is occa-
sionally reversed to become the ground. He has a strong preference for broad areas of fine
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hatching or cross hatching which vary in length and weight. In some areas a kind of scratching
or loose stippling activates the surface.

If one compares Boxer’s drawings with these prints one is also aware of how he has adpated
his technique to the new medium in anothersubtle way. Despite a great play of curves, his lines
have a taut, wiry quality and often terminate in sharp points or a squaring off that reflects a dis-
tinct awareness of the hard ground of the copper plate through which the needled line is
bitten.

The plate itself has become a valuable tool for him. First, due to the choice of a rich rag
paper, the physical iinprint of the plate becomes visible. This immediately suggests not only a
world literally apart but one seen through a window. He heightens the effect of seclusion and
intimacy by choosing a plate size that allows a vast amount of the very white paper to surround
it. The embossment offers other opportunities; for example, it serves as a ground line that reads
as real space on which figures recline or move about. Colors are allowed to bleed over it, calling
attention to the enclosing edges but decompressing the space at the same time.

Not content with the traditional square plate, he varied the shape of each of the twelve prints,
making use of a wide range of geometric forms that include rectangles, a circle, semicircle, tri-
angle and others. Each outer shape essentially dictates the arrangement of the figures. In
CURIOUSSTALKING, a long, narrow horizontal, a turtle inches along the bottom while the
other figures above him sweep across the space in Tiepolo-like style. In STRANGETALK-
WITHFRIEND, which is circular, the figures form into a frieze around the periphery while
a snake angles down the center, bisecting it; it suggests a sundial.

But finally, Boxer arranged the shapes in a sequence establishing a certain order or rhythm
that ties the portlolio together as a whole. Starting with an elegant, narrow diamond, he then
introduced a classic rectangle. He proceeded to alternate between more orthodox, calm shapes
and more dynamic, eccentric ones, closing with anarched window which unites a straight form
with a curved one.

This decision to take advantage of shape is not a new one for Boxer. It grows out of his paint-
ing where he has consistently varied the format from one painting to the next as a way of
keeping the work fresh and challenging. However, there are some differences. With this port-
folio he has introduced some new shapes — the skinny diamond, the platter, semicircle or
bowl, and the window. And whereas his paintings are abstract, the introduction of representa-
tional imagery in the prints has increased the functions of the literal shapes. Also, because of the
calculated relationship between the shapes and the paper around them, a figure /ground situa-
tion is established that doesn’t exist for the paintings. This has two effects: it heightens our
awareness of the geometric shape itself as pure form and on occasion it forces the geometric
shape to also read as a recognizable image.

What gives these prints a great deal of their treshness and individuality is the addition to the
line etching of aquatint tone, achieved by applying the acid to the copper plate with a brush,
and hand inking and hand watercoloring by the artist. Boxer dabbed colors which were selected
from a tull spectrum of etching inks onto the plate with his fingers or palm. The excess ink was
then wiped off and an impression pulled. Each time a print was pulled the plate was wiped
clean and the process was begun all over again. (It should be noted that Boxer was aided in
this printing process by etcher Betty Fiske, who collaborated with him through the entire proj-
ect under the supervision of Ken Tyler.) What this means is that while the general image (both
etched line and aquatint tone) remains constant, the colors vary with each print.

After the printing process was completed, Boxer applied even brighter watercolors which he



FEYBOWLOFPLAY

ASKANCEGLANCELONGINGLY



CURIOUSSTALKING

PAUSEOFNOCONCERN





























