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Introduction

The nineteen-seventies are, for the Australian National 
Gallery, Canberra, the decade of our construction, and 
as we pass their halfway point we can be clear about our 
achievements, and our aims, in the two principal tasks 
that face us.
The first of these is to form a comprehensive national, 
Australian collection, and a representative international 
collection, each of these relying on a standard of 
excellence. Our work on these collections intensified 
during the early seventies (although the Commonwealth 
has been collecting art since 1911) and as we begin to 
see the various acquisition programs take shape we are 
naturally anxious to acquaint the public with them.
Our second task is the construction and completion of 
our own Gallery building in Canberra, a much-needed 
facility in the Australian capital that has been mooted 
since the first master plan for the city was drawn up by 
Walter Burley Griffin. The building, too, has been the 
focus of a deal of concentrated activity since the 
beginning of the decade, but we do not expect it to open 
before 1981.
This then is our problem: a growing collection needing to 
be shown, and no showcase of our own for the time 
being. We are therefore grateful to the State and regional 
galleries of Australia who, through the Australian Gallery 
Directors’ Council, will be accommodating a number of 
touring exhibitions from our collection, such as this one 
of David Hockney Prints, over the remaining years until 
our opening. In common with other art galleries and 
museums, we are keen to show to the public what is, 
after all, theirs, and we appreciate this chance of 
doing so.
Briefly, the Gallery operates under an instruction to 
collect both Australian and international art, and within 
these fields there are a number of areas in which we are 
particularly interested.
The first claim on our energies is the Australian 
collection, to consist of Australian paintings, sculpture, 
prints, drawings, illustrated books, architectural models 
and plans, industrial art and interior design, decorative 
arts and crafts, theatre arts, fashion, films and 
photographs, of every period and style. A general 
attitude in our collecting over the years has been to 
avoid in-depth collecting of pre-1875 material, a major 
collection of which is in the possession of the National 
Library of Australia, in Canberra. However, we will 
supplement this collection in fields not covered by the 
Library with examples of the highest artistic quality. 
Some of the areas listed above, such as theatre arts,



architecture and decorative arts, are barely represented 
at all in Australian public collections, and the Australian 
National Gallery will be pioneering in these fields.
In the international field, we will concentrate, firstly, on 
the regions in which Australia is located; the southern 
hemisphere, the Pacific basin and South-East Asia. The 
Primitive Art collection is strong in African art and will 
now turn to the gathering of the best pre-Columbian 
material that our advisers can find. Dr P. Krairiksh, the 
Curator of the Arts of Asia, has now joined our staff and 
we will expand our holdings in this department under 
his guidance.
Our other programs in the international field, one to form 
a small collection of 20 to 30 masterpieces from all areas 
of Western art up to 1850, another such group to 
represent movements and artists from 1850 to 1950, a 
third to show more fully art since 1950 and a final one, 
the Art Current Program, to bring to Australia the fresh 
work of the more important new artists, are all conducted 
with the criterion of excellence. They will be small 
collections but they will be major statements.
In one area, however, we have collected in depth and 
some quantity. This is the department of Prints and 
Illustrated Books, and to supplement the National 
Gallery of Victoria’s excellent collection of old master 
prints, we have adopted a starting date of 1800, 
coinciding with the birth of lithography. In this program 
we have bought a number of important archival 
collections: the Felix Man collection, rich in prints from 
every European country and spanning 1800 to 1970 and 
the Right to Print proofs of the Gemini G.E.L. workshop 
of Los Angeles and the newer Tyler Workshop of New 
York. A program now under way is to acquire prints from 
the archive of Fernand Mourlot, master lithographer 
of Paris.
It is from this area that one of our staff members, Mr 
Garry Anderson, has selected and catalogued 66 prints 
by David Hockney to prepare this exhibition. Flockney is 
one of the major artists working in England today and his 
influence can be seen in the work of many others at 
home, in America and here in Australia. Nowhere is his 
talent and expertise more apparent than in these intaglio 
prints and lithographs, as he has coupled with artistic 
inventiveness a familiarity with the techniques of 
printmaking enjoyed by few other artists. He has 
collaborated with a number of master printmakers and 
was included in both our Gemini and Felix Man 
acquisitions; we have added to these holdings with 
further acquisitions of prints and now have a wide

representation of his work.
It is interesting to read Hockney’s comments on this 
work, which we have reproduced here under the 
heading ‘David Hockney on-Printmaking’. Although this 
interview relates only to the series ‘the Brothers Grimm’, 
it illustrates the close collaboration between the artist 
and the print workshop, the challenge that Hockney 
sees in confronting the technical problems of his craft, 
and, finally, his approach to printmaking as an artist. 
These are exactly the points that we hope this exhibition 
will underline.
We would like to thank Mr Paul Cornwall-Jones, 
Managing Director, and Miss Tamie Swett, both of 
Petersburg Press Ltd, London; Mr Wolfgang Kettererof 
Munich; Mr Kenneth Tyler of Tyler Workshop Ltd, New 
York; and Miss Sonia Dean of the National Gallery of 
Victoria, Melbourne; who have all provided valuable 
catalogue information; and all the staff of the Australian 
National Gallery, each of whom has contributed in some 
way to the preparation of this exhibition.

James Mollison 
Acting Director 
April 1976
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David Hockney 
on Print Making
from a Victoria and Albert Museum publication 
Reproduced by permission

Q You’ve told the story that originally you went into 
print-making at the Royal College because it was the 
one department where you got the materials given 
you. And since then, it's always been quite an 
important part of your output as an artist. Does it, 
nowadays, work out at a reasonable pattern of doing 
what you really want, at any one time, between 
painting and print-making? Or is there an element of 
being grabbed, propositioned, or cajoled into doing 
something, slightly against your will?

DH Well, people try to get me to do things. But it used to 
be easier for people to persuade me. Now, I get a bit 
tougher with myself, which I think is better. I would 
only do something that I wasn’t really interested in if 
it was for some cause that I supported or 
something . . .

Q But it still might come to you as a proposition that 
David Hockney at Gemini with Kenneth Tyler, 1973 somebody else makes to you, rather than something

that. . .
DH It could be, but it’s not usually as an idea. For 

instance, none of the two books I’ve done was a 
commission in the sense that somebody said, ‘We 
would like you to illustrate Grimm’s Fairy Tales’, or, 
‘We would like you to illustrate the poems of 
Cavafy’. I just did it, and then the publisher came 
along. Even The Rake’s Progress was my idea, and 
it was expanded because the Royal College wanted 
to make it into a book. So, instead of doing eight 
plates I had to do sixteen, as they thought eight was 
a bit of a thin book, you see.

Q What about the balance you have struck between 
etchings and lithographs? You seem to prefer 
etchings?

DH Yes, I think I’ve done about twelve lithographs
altogether, whereas I must have done about seventy 
etchings, I should think. Etching, to me, is a linear 
medium, and if you want to use line, it’s far nicer 
drawing it on a warmed copper plate, with a point, 
than drawing it with a pen on a zinc plate. It just 
can’t be the same. It’s not as loose, it’s not as free, 
and it doesn’t look as nice when it’s printed. I mean,
I actually physically like the quality of one line in an 
etching. It’s quite beautiful. So that’s why I prefer it.

Q Your treatment of images has always been very free 
and personal, but your technical manner, in 
painting, has been strictly traditional. You don’t 
seem to have been concerned, in print-making 
either, to push along technical innovations or even 
experiments. Is that an inert lack of interest, or a
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strictly positive position taken against anything . . .?
DH Well, I think it’s a reasonably positive position

against. I’m not really one for technical innovation; it 
just doesn’t interest me at all. It leaves me cold. It 
seems to me aesthetic ones are far more worthwhile.
I mean, I once went to a print conference in 
Madison, Wisconsin, and the subject was ‘World 
Print Problems’ — so you can imagine the level. Of 
all the problems in the world, you would think, 
print-makers’ are nothing. But, at it, they began to 
discuss the technical things about printers, which I 
think are boring, and when it came to my turn to 
speak I said it’s like having a group of painters 
talking about brushes and paint,—which is interesting, 
for a while, but it’s not the thing, really. Like, one of 
the most radical works of art done this century, the 
‘Women of Avignon’, is painted with brushes and 
ordinary paint, on ordinary canvas; and, 
techniquewise, it’s perfectly ordinary. It was just a 
terrific, aesthetic innovation, which seems to me the 
only one of value.

Q Up to the time of your leaving College a main bit of 
what was new about your work was that you were 
transferring small-scale graphic conceptions, — little 
scribbled lyrics and all — on to quite large canvases. 
So that in those days your painting was more than 
just closely connected to your graphics. It was a sort 
of scaled-up version of them. Since then, your 
painting has become very much more sophisticated, 
and gives the impression, right through, of having 
been conceived at its end-size. Do you think some 
of your prints, nowadays, turn out conversely as a 
sort of scaled-down version of the paintings — with a 
painting-type concern with tonal areas, and so on?

DH Well, there are very few prints I’ve done that are the 
same as the paintings, or where I’ve used the same 
idea. There’s only about four or five, and I think I 
treat them quite differently in a way. The lithographs, 
perhaps, have been nearer to the paintings, because 
as a medium it’s closer to paint — using colour 
overlays, and drawing with chalk; it’s closer to a 
brush than drawing with a line. But — I tell you one 
difference between the etchings and the paintings. 
The paintings used to tell a story a lot more. I did 
paintings that you could possibly call narrative 
paintings, which I don’t really do now, specifically, 
whereas in etchings I’m still quite prepared to tell a 
story. I like the idea, and a line I think can do it quite 
well, but in painting, now, I would be just a little

dubious about telling a story. I don’t know why, I 
think it’s just keeping something separate. That's 
one thing that separates the prints, anyway, from the 
paintings. Another, I suppose, is that etching is so 
slow, it’s a very laborious medium, and if you want 
to make an alteration it takes you three days, 
whereas with painting you do it straight away. So 
painting is more fun in a way — I enjoy it more than 
I do etching.

Q Are there other artists' etchings that have suggested 
something to you?

DH Oh, yes, like when I came to do the Grimm’s 
etchings, the one thing I’d not really done before 
was decide to use (apart from using aquatint) to 
make greys I decided to use crosshatching; and I 
thought of different ways to do it. Well, this, of 
course, is really from Morandi, the lovely, beautiful 
etchings, there; he used crosshatching superbly to 
just form all his greys. I’ve always loved those as 
etchings, and so I think there was a quite direct 
influence . . . just in adapting a technique. But, I 
mean, I would think Picasso’s etchings have been 
obviously, probably still are, an influence simply 
because I still think they’re terrific.

Q You were talking about it just now as being a literary 
medium. Have you consciously stocked up your 
familiarity with the historic antecedents, like 
Hogarth, and so on?

dh r ve checked on previous illustrations, and things 
like that, for instance, when I was doing the Hogarth. 
My original intention of course was simply to re-do 
the eight titles in a modern way, and set it in New 
York; and the Royal College of Art in a slight way 
messed me up by suggesting I do sixteen which 
made it not quite as pure as my original intention. 
Then I went in the V & A and checked on 
Cruikshank, and found lots of interesting and 
fascinating things. They have, do you know, the fake 
£5 note in there by Cruikshank, which was, I think, 
done against capital punishment for forgery. And he 
made this pound note, and it’s full of gibbets with 
people hung on them. It looks quite like a £5 note, 
near enough, so at a distance it could be, then when 
you get closer to it it’s this Cruikshank thing, and I 
loved that idea. That’s social art, isn’t it? You 
couldn’t do that today. But I liked finding out things 
like that. With Cavafy of course I found very few 
illustrations as he wasn’t a very well known poet, 
whereas Grimm’s have been done by a lot of people.



6

David Hockney working on a print of Celia Birtwell at Gemini 1973
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But what I tound about them was that most of them 
(like most ordinary illustrations) usually choose the 
most dramatic part of the story, and illustrate that; 
and so you usually get one illustration for one story.
I didn’t want to do that. I wanted to do kind of details 
and build up the illustrations and the story by using 
details, like details of the architecture, or the 
boiling-pot. I mean, just doing a drawing of a 
boiling-pot seemed to me sufficient, and didn’t have 
to have the woman stirring it round and making the 
drama that way — which Arthur Rackham would do. 
And his are very good. It’s just a different approach, 
and mine is somewhat toned down, not so dramatic, 
but I hoped it would turn out as effective.

Q For Grimm’s, did the publishers make any kind of 
suggestion as to how many stories it would be good 
to do?

DH No, well I originally started the thing off. I mean I had 
toyed with the idea for years. There’s an early print 
of Rumpelstilzchen that I did in 1961. I’ve always 
liked the stories, and after that Cavafy book I 
thought, well, I’ll do another, and I’ll do Grimm’s 
Fairy Tales. So I read them all, and there were about 
220 I think, but about 120 of them are not really 
interesting. As a matter of fact, the most famous 
ones are usually the best ones. The only one I’d not 
heard of, and that I’d never read, which I found 
interesting was The Boy Who Left Home To Learn 
Fear’, because it’s an incredibly strange kind of 
story — making use of the word ‘shudder’ in the pun 
at the end . . . he’s thrown at with water and he 
shudders with cold, not with fear, and that interested 
me. Originally I think I got my choice of stories down 
to twenty. I still didn’t know how many plates I was 
going to do for each, and I thought for some stories 
it might only be one or two, but that was when the 
publisher came in and suggested twenty might be 
too many, and maybe we should make it twelve. So I 
cut it down to twelve, which I was then keen on, and 
began making little notes for them and drawings. 
There aren’t drawings for everything, because I treat 
etching itself rather like drawing. Often, I just draw 
straight on to the etching plate from life. But what 
happened was I got carried away with some of the 
stories, like the one about The Boy Who Left Home 
To Learn to Fear’. I think there’s twelve etchings for 
that, whereas for some there’s only three or four. So 
when I’d done the first six stories, we finished up 
with 39 etchings, and we realized of course that was

quite good enough for a book. Also, the cost of even 
printing it was going to be high, and Paul suggested 
I stop there and do volume 2 perhaps later. And I'm 
thinking, maybe, next year, I might start on the other 
six. One of the stories I was rather keen to do and 
didn’t do was Hansel and Gretel: it’s got stimulating 
images in it visually, like the house made of candy or 
sugar. I liked the idea of drawing that. I even did 
drawings of the old woman cooking, and right at the 
end being fried in a pan. The way I chose the stories 
was partly by the story as a tale and partly what they 
offered as suggestions. The one called Old 
Rinkrank, as a story, is not that interesting, but what 
was interesting was that idea right at the beginning 
of the story; it says ‘A King built a glass mountain’. I 
think it’s a terrific sentence to begin a story with.
And then secondly, it’s a nice problem, how to draw 
a glass mountain. There are many ways to do it, and 
I thought up about eight ways, I think. I broke a 
piece of glass and then piled the pieces up to make 
a mountain, but that didn’t look quite right, and I did 
a few other things, and finally I just used the simpler 
version of a line, and magnifying what is behind the 
mountain so that it would look like glass. But that 
kind of problem which I like to do in paintings — set 
myself a little problem of how to represent 
something visually or how to translate something 
into a certain way — that’s always appealed to me in 
all the work, I think. And even when you’re telling a 
story, I can’t get away from it, it’s irresistible, the 
idea of doing a glass mountain. When I read it, I just 
couldn’t resist doing it, and giving myself that 
problem.

Q Do you put a lot of emphasis on the mise en page? Is 
it just as satisfactory to you as a suite of images, 
without the story, or does it. . .?

DH Well, I think physically to look at, that big box of the 
loose prints, is beautiful you know. The point about 
etchings is that you enjoy them the closer you look 
at them. You must be able to see the line, you must 
be able to see the washes, things like that. And so in 
book form, it’s kind of ideal because when you open 
a book you’re bound to be this close to the etching. 
So I think it’s perhaps the best way to see it, rather 
than have them on the wall, really. I’m even thinking 
of hand-colouring and water-colouring one or two 
because there’s this miniature version of the book, 
about two inches by four, which was Paul 
Cornwall-Jones’ idea, and it was very successful.



But the strange thing is I found children loved it, 
because it fitted their little hands. It’s their scale and 
children’s books are generally the opposite, they 
make them bigger. For one or two children I’ve 
coloured them in with pencils, occasionally, and, 
well, you know, I’m sometimes quite arbitrary, I just 
put, like on a little witch I put a little red nose on her, 
and things like that. And I just was having a bit of 
fun, in a way, but I thought I’d try what could be 
done with one or two of the book copies, with 
hand-colouring and see how it turned out. When I 
used the crayons in the small one, they looked quite 
effective, seeing the odd bit of colour here and 
there.

Q Talking about technique earlier, you never wanted to 
use more than a couple of colours in any of your 
prints?

DH Well, again, it’s a kind of prejudice against those 
coloured etchings that I always disliked, you know 
what I mean. To me they were nothing, I really hated 
them, and the colour meant nothing. It was all a 
decorative, arbitrary thing, and I disapproved of it.
So my delight in etching was line, and line is 
economical, and therefore it’s in a way more 
intellectual. It’s harder to use, and it appeals more, 
and so I had this general prejudice against colour. 
But I did use two, sometimes, because that beautiful 
combination of red, black and white is a classic, 
lovely colour-combination . . . Actually, recently I did 
see, of course, the person who has done some 
beautiful coloured etchings, and that’s Miro — Joan 
Miro — and they are very good. I saw one the other 
day, and it excited me so much, I thought maybe I 
might do one. But I’ve never done an etching with 
more than one plate, you know, and if I had to use 
two or three plates I just wonder if it would really be 
worthwhile.
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Catalogue

Biographical note

David Hockney, born in Bradford, England on 9 July 1937, 
studied at the Bradford College of Art from 1953 to 1957 and 
at the Royal College of Art, London, from 1959 to 1962. While 
still at College, in 1961, he won the Junior Section painting 
prize at the John Moore’s Exhibition, Liverpool, and his very 
first etchings won him the major Guinness Award in the 
Graven Image Exhibition, London. In the same year his prints 
were shown at the Paris Biennale for Young Artists and in 
1962 at the Tokyo Biennale. His first published suite of 
etchings, A Rake’s Progress, appeared in 1963 and was 
shown in 1964 at the Museum of Modern Art, New York. From 
this time he has enjoyed an ever-increasingly solid world-wide 
reputation for his prints, paintings and drawings and he has 
won many international distinctions. Full retrospective 
exhibitions of his prints were held in Berlin and New York in 
1968, and of his prints and paintings together at the 
Whitworth Art Gallery, Manchester, in 1969. An even larger 
retrospective combining paintings, prints and drawings was 
shown at the Whitechapel Art Gallery, London, in 1970 and 
later toured Europe; the catalogue for this took the form of a 
comprehensive catalogue raisonne, which is now published in 
book form and which contains, among other material, an 
extensive bibliography. In 1974 a large retrospective 
exhibition of paintings and drawings was held at the Museum 
of Decorative Arts at The Louvre, Paris, at a time when 
Hockney was living in that city. At this time also the film A 
Bigger Splash was made. This film centres on Hockney and 
his group in California and was released in 1975.
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1-16
A Rake’s Progress
A graphic tale comprising sixteen etchings 1961 -63 
Started September 1961 at the Royal College of Art, 
London
Numbers 7 and 7A were printed at the Pratt Graphic 
Workshop, New York, May 1963 
Two colour etching and aquatint on zinc 
Printed on 44lb Crisbrook Royal Hotpress paper 
made by Barcham Green, Maidstone, Kent

“■ If P.EKWi#6fHt WHOntRE

1
Plate No. 1. The Arrival
30.3 x 40.4 cm image 
50 x 62.5 cm sheet
Inscribed with title and FLYING TYGER
2
Plate No. 1 a. Receiving the Inheritance
30.3 x 40.3 cm
50.2 x 62.7 cm
Inscribed with title and $18/$20/000/myself and my 
heroes/20/20

Edition of 50 and 10 artist’s proofs 
This set numbered 27/50 1.1.
All signed David Hockney l.r. in pencil 
Published as a folio by Editions Alecto, London in 
association with the Royal College of Art, December 1963 
Printer H. C. Welch 
Purchased November 1973

3
Plate No. 2. Meeting the Good People (Washington)
30.3 x 40.4 cm 
50 x 62.5 cm
Inscribed with title and WASHINGTON/JEFFERSON
4
Plate No. 2a. The Gospel Singing (Good People) (Madison 
Sq. Garden)
30.4 x 40.5 cm 
50 x 62.7 cm
Inscribed with title and FIALLELUJA HALLELUJA/ 
HEAVEN/GOD IS LOVE
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5
Plate No. 3. The Start of the Spending Spree and the Door 
Opening for a Blonde
30.3 x 40.2 cm 
50 x 62.7 cm
Inscribed with title and LADY CL
6
Plate No. 3a. The 7 Stone Weakling
30.2 x 40.3 cm 
50 x 62 cm
Inscribed with title and 8

7
Plate No. 4. The Drinking Scene
29.8x40.3 cm 
49.6 x 62 cm
Inscribed with title and BAR/BE
8
Plate No. 4a. Marries an Old Maid
30.3 x 40.3 cm
49.8 x 62 cm 
Inscribed with title

These images also occur in a book of photolithographic 
reproductions with script in a subscribed edition of 
four hundred copies
Published by The Lion and Unicorn Press of the Royal 
College of Art, London, 1967

Each print inscribed in the plate with full title
e.g. A RAKES PROGRESS/LONDON/NEW YORK/1961-62
PLATE No. 1 THE ARRIVAL

BAR
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9
Plate No. 5. The Election Campaign (with Dark Message)
30.3 x 40 cm 
50 x 62 cm
Inscribed with title and VOTE PRIMARY DAY 
SEPTEMBER 7TH etc. etc. etc. etc. etc. etc. etc. 
etc. etc. etc./BAR CLOSED
10
Plate No. 5a. Viewing a Prison Scene
30.2 x 40.3 cm
49.8 x 62.2 cm
Inscribed with title and 12345678

11
Plate No. 6. Death in Harlem
30.3 x 40.4 cm 
50 x 62.7 cm 
Inscribed with title
12
Plate No. 6a. The Wallet Begins to Empty
30.3 x 40.4 cm 
50 x 62.7 cm
Inscribed with title and ADMISSION 50$
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13
Plate No. 7. Disintigration (sic)
30.3 x 40.4 cm 
50 x 62.7 cm
Inscribed with title and BELLOWS/BLENDED WHISKEY/$5
14
Plate No. 7a. Cast Aside
30.4 x 40.1 cm 
50 x 62.8 cm 
Inscribed with title

15
Plate No. 8. Meeting the Other People
30.5 x 40.4 cm
50.3 x 62.6 cm
inscribed with title and / SWING WITH W.A.B.C.
16
Plate No. 8a. Bedlam
30.3 x 40 cm 
49.7 x 62.7 cm
Inscribed with title and again in larger letters 
BEDLAM/I SWING WITH W.A.B.C. (five times)
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17
The Marriage
1962
Etching and aquatint on zinc 
30 x 39.5 cm image
50.8 x 63.7 cm sheet 
Printed on J. Green paper 
Edition of 75 and 15 artist’s proofs 
Number 32/75 1.1.
Signed David Hockney ’62 l.r. in pencil 
Published by Petersburg Press, London 
Printer Birgit Skiold at the Charlotte 
Street workshop, 1969 
Purchased February 1976
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18-23
A Hollywood Collection
1965
Set of six lithographs on aluminium 
Printed on BFK Rives paper 
Edition of 85

12 artist's proofs and 4 trial proofs 
All inscribed good to pull, “B a T” and 
signed David Hockney ’65 l.r. 
in pencil
Published by Editions Alecto, London

Printer Kenneth Tyler, Los Angeles 
Purchased with Gemini Collection, 
December 1973

18
1. Picture of a Still Life that has an 
Elaborate Silver Frame
Seven colour lithograph
76.8 x 56.5 cm image & sheet
19
2. Picture of a Landscape in an 
Elaborate Gold Frame
Six colour lithograph
76.9 x 56.5 cm

20
3. Picture of a Portrait in a Silver 
Frame
Five colour lithograph
76.8 x 56.5 cm
21
4. Picture of Melrose Avenue in an 
Ornate Gold Frame
Five colour lithograph
76.8 x 56.4 cm
Inscribed in the plate MELROSE AVE. 
8200W

22
5. Picture of a Simple Framed 
Traditional Nude Drawing
Four colour lithograph
76.8 x 56.5 cm
23
6. Picture of a Pointless Abstraction 
Framed Under Glass
Six colour lithograph
76.9 x 56.5 cm
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24-35
Fourteen Poems by C.P. Cavafy chosen and illustrated
with twelve etchings by David Plockney
1966
Published in five series A, B, C, D and E in different 
bindings, paper and sheet sizes in a total edition of 
670 copies
Editions A and E contain an additional etching 
'Portrait of Cavafy II’ included loose in the binding 
This folio is one of 15 artist’s proofs in edition D 
All inscribed A.P. 1.1. and signed David Hockney 66 l.r. 
in pencil
Edition D printed on Handmade Crisbrook Waterleaf 
1401b Imperial made by J. Barcham Green Limited 
Published by Editions Alecto, London 
Printers Maurice Payne and Danyon Black 
Purchased April 1974

CP CAVAfY IN ALEXANDRIA

'*■- rw V1 '

/ , tad 
1*; *

24
1. Portrait of Cavafy in Alexandria
Etching and aquatint on copper
34.8 x 22.2 cm image
57.2 x 39.3 cm sheet
Inscribed in the plate C. P. CAVAFY IN
ALEXANDRIA
25
2. Two Boys aged 23 or 24
Etching and aquatint on copper
34.7 x 22.4 cm
57.2 x 39.3 cm
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26
3. He Enquired after the Quality
Etching and aquatint on copper
34.8 x 22.2 cm
57.4 x 39.8 cm
27
4. To Remain
Etching and aquatint on copper
34.8 x 22.2 cm
57.1 x 39.8 cm
Inscribed in the plate with Arabic 
lettering and 77/READY Cleaners/ 
DRY CLEANING & STEAM PRESSING

28
5. According to Prescriptions of 
Ancient Magicians
Etching on copper
34.8 x 22.2 cm
57.2 x 40 cm
29
6. In an Old Book
Etching on copper
34.9 x 22.4 cm
57.2 x 39.6 cm

30
7. The Shop Window of a Tobacco 
Store
Etching and aquatint on copper
34.7 x 22.4 cm 
57 x 39 cm
Inscribed in the plate with Arabic 
lettering and HIS MASTER’S VOICE/ 
ANT/USAAD/S.AUDI & FRERES
31
8. In the Dull Village
Etching on copper
34.8 x 22.5 cm 
57 x 40.5 cm
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32
9. The Beginning
Etching and aquatint on copper 
35 x 22.5 cm
56.6 x 40 cm
33
10. One Night
Etching and aquatint on copper
34.9 x 22.5 cm
57.7 x 40.5 cm

34
11. In Despair
Etching on copper
34.8 x 22.4 cm
57.1 x 40.7 cm
35
12. Beautiful and White Flowers
Etching and aquatint on copper
34.6 x 22.3 cm
56.6 x 39.3 cm
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36-42
Six Fairy Tales from the Brothers Grimm
1969
Thirty-nine etchings by David Hockney illustrating 
six fairy tales

The Little Sea Hare
Fundevogel
Rapunzel
The Boy Who Left Home to Learn Fear
Old Rinkrank
Rumpelstilzchen

The book has been printed in four editions of 100, A, B, C and
D. Each lettered edition contains a different
set of six loose prints printed on paper with small
margins. It has also been printed in a portfolio edition of
100 with 15 artist's proofs. In this edition each fairy
tale is printed separately as a concertina fold of text
and images. Each portfolio contains a separate set of
the thirty-nine etchings printed on paper of different
sizes with large margins.
On completion of the above editions the plates were 
cancelled and two proofs pulled.

Six Fairy Tales

from the Brothers Grimm with original etchings by

David Hockney

This book is number 49/100 in edition D
Printed on pure white rag waterleaf and hotpressed paper
made by W. S. Hodgkinson of Bath
Published by Petersburg Press, London in association
with the Kasmin Gallery, London
The etchings were progressively and state proofed by
Maurice Payne and printed from chrome-faced plates by
Piet Clement in Amsterdam, 1970
Bookbinding and boxing by Rudolf Rieser, Cologne
Text printed at the University Press, Oxford by Vivian Ridler
Purchased June 1973

Morctao f»*t

The series is also reproduced with text in a miniature 
unlimited edition

Open at the frontispiece 
1. Catherina Dorothea Viehmann
Etching and aquatint on copper
28.1 x 22.6 cm image 
45 x 31 cm sheet
Inscribed in the plate with title and Marchen frau

This copy from edition D contains the 
following loose plates all signed David 
Hockney l.r. in pencil 
37
2. The Princess in her Tower
Etching and aquatint on copper 
39.8 x 15.9 cm 
45.3 x 31 cm
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38
14. The Enchantress with the Baby 
Rapunzel
Etching and aquatint on copper
27.1 x 23.3 cm
45.3 x 31 cm

39
21. The Sexton Disguised as a Ghost 
Stood Still as Stone
Etching and aquatint on copper
33.2 x 30.9 cm 
45 x 31 cm
40
23. The Haunted Castle
Etching and aquatint on copper
34.4 x 20.5 cm
44.4 x 31 cm

41
25. A Black Cat Leaping
Etching and aquatint on copper
23.3 x 27 cm
45.1 x 31 cm
42
29. The Glass Mountain
Etching and soft ground on copper 
31.2x31 cm
45.5 x 31 cm
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43
The Print Collector
A Portrait of Felix H. Man 
1969
Lithograph on zinc
65.8 x 44.8 cm image
65.8 x 50.5 cm sheet 
Printed on Arches paper 
Edition of 100
10 artist’s proofs and a few additional proofs for 
exhibition purposes
This is one of 6 proofs inscribed H. C. 1.1, printed 
for the publisher and editor 
Signed David Flockney l.r. in pencil 
Published for Felix FI. Man by Galerie Wolfgang 
Ketterer, Munich
Printer Stanley Jones of Curwen Prints Limited,
London
Purchased with the Felix FI. Man Collection of Lithographs, 
December 1972
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44-60
From the Weather Series and other 
prints
1973
These are all inscribed good to pull or
good to print and are the
Right to Print proofs that were reserved
for the Master Printer, Kenneth Tyler
Published by Gemini G.E.L., Los
Angeles
Purchased with Gemini Collection, 
December 1973

44 
Rain
Six colour lithograph on stone and
aluminium, with silkscreen
94 x 73 cm image
99.6 x 80.4 cm sheet
Printed on Arches Cover paper
Edition of 98
12 AP, 3 TP, RTP, PPM, 3 GEL, 4 CTP, 
WP, C
Inscribed rain u.c. in red pencil, O.K. to
pull 1.1, in green pencil
Signed David Elockney 73 l.r. in green
pencil
Printers Dan Freeman and Robert Knisel
45
Wind
Eleven colour lithograph on stone and 
aluminium, with silkscreen
79.3 x 61.4 cm
101.7 x 78.8 cm

Printed on Arjomari paper 
Edition of 98
12 AP, RTP, PPII, 3 GEL, 2 SP, CTP,
WP, C
Inscribed Wind u.c. in green pencil, O.K.
to pull 1.1, in red pencil,
rain, snow, mist and sun in coloured
pencils
Also, ONLY/Melrose Avenue in image 
Signed David Hockney 73 l.r. in red 
pencil

Signed three more times within the 
image in coloured pencils 
Printers Dan Freeman, Kenneth Tyler 
and Jeff Wasserman
46
Lightning
Four colour lithograph on stone, with
silkscreen
78.9 x 65.2 cm
100 x 80.4 cm
Printed on Arjomari paper
Edition of 98
12 AP, 9 TP, RTP, PPII, 3 GEL, C 
Inscribed lightning u.c. in blue pencil, 
O.K. to pull 1.1.
Signed David Hockney 73 l.r. in red 
pencil
Printers Ron Olds and Jeff Wasserman
47
Not So Good Mist
Five colour lithograph on aluminium
74.6 x 64.4 cm
92.2 x 74.9 cm
Printed on Arjomari paper
Edition of 2
Plates re-used in Mist (catalogue 48)
TP, RTP, 4 CTP
Inscribed not so good mist u.I.c.
O.K. to print 1.1, in blue pencil 
Signed David Hockney 73 l.r. in different 
blue pencil
Printers Serge Lozingot and 
George Page
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48
Mist
Five colour lithograph on stone and
aluminium
74 x 64 cm
94.2 x 81.2 cm
Printed on Arjomari paper
Edition of 98
12 AP, 3 TP, RTP, PPM, 3 GEL, WP,
3 SP, C
Inscribed mist u.c. in blue pencil, O.K. 
pull 1.1.

Signed David Hockney 73 l.r. in pale 
blue pencil
Printer Serge Lozingot
49
Dark Mist
Six colour lithograph on stone and 
aluminium
73.7 x 63.8 cm
89.8 x 73.4 cm
Printed on Amgoumois a la Main paper 
Edition of 25
7 AP, RTP, PPM, 3 GEL, 2 CTP, C 
Inscribed Dark mist l.c., O.K. to pull 1.1. 
Signed David Hockney 73 l.r. in grey 
pencil
Printer Serge Lozingot
50
Snow
Nine colour lithograph on stone and 
aluminium, with silkscreen
86.7 x 72.8 cm
101.7 x 85.1 cm 
Printed on Arjomari paper 
Edition of 98
Stones, plate and screens 
re-used in Snow Without Colour 
(catalogue 51)
12 AP, RTP, PPM, 3 GEL, 3 CTP, SP 
Inscribed Snow u.c. in blue pencil, O.K. 
to pull 1.1.
Signed David Hockney 73 l.r. in green 

to pencil
Printers Jim Webb and Robert Knisel

51
Snow Without Colour
Nine colour lithograph on stone and
aluminium, with silkscreen
86.7 x 72.8 cm
101.8 x 81.3 cm
Printed on Arjomari paper
Edition of 38
10 AP, TP, RTP, SP, C
Inscribed Snow without colour l.c.,
O.K. to pull 1.1.
Signed David Hockney 73 l.r. in pencil 
Printers Jim Webb and Serge Lozingot
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52
Celia
A Portrait of Celia Birtwell 
Lithograph on stone
92.1 x 68.2 cm
108.7 x 73.1 cm
Printed on Amgoumois a la Main Buff paper 
Edition of 52
6 AP, 2 TP, RTP, PPM, 3 GEL, SP, C 
Inscribed Celia l.c., O.K. to pull 1.1.
Signed David Hockney 73 l.r. in green pencil 
Printer Serge Lozingot
53
Celia 8365 Melrose Avenue, Hollywood
Lithograph on stone
87.4 x 77.3 cm 
121 x 80.5 cm 
Printed on Arches paper 
Edition of 46
11 AP, 5 TP, RTP, PPM, 3 GEL, C
Inscribed Celia 8365 Melrose Avenue Hollywood
l.l.c., O.K. to pull 1.1.
Signed David Hockney 73 l.r. in red pencil 
Printers Serge Lozingot and Kenneth Tyler
54
Celia Smoking
Lithograph on stone
88.7 x 49.3 cm
98.8 x 73 cm
Printed on Amgoumois a la Main paper 
Edition of 70
9 AP, 2 TP, RTP, PPM, 3 GEL, SP, C 
Inscribed Celia smoking l.c.,
O.K. to pull 1.1.
Signed David Hockney 73 l.r. in black pencil 
Printer Jim Webb
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Henry
A Portrait of Henry Geldzahler 
Lithograph on stone 
27.4 x 20.9 cm 
41.2 x 30.3 cm
Printed on Jeff Goodman Pencil Buff paper 
Edition of 50
6 AP, 6 TP, RTP, PPM, 3 GEL, 3 SP, C 
Inscribed O.K. to pull 1.1.
Signed David Hockney 73 l.r. in blue pencil 
Printer George Page

56
The Master Printer of Los Angeles
A Portrait of Kenneth Tyler
Four colour lithograph on stone and aluminium, with 
silkscreen 
95 x 70 cm 
121 x 80.5 cm
Printed on Arches Cover paper 
Edition of 27
6 AP, RTP, 3 GEL, 5 CTP, SP, C 
Inscribed in the stone LEHMAN’S/NEVER SOLD 
Inscribed The Master printer of Los Angeles lie., 
O.K. to pull 1.1.
Signed David Hockney 73 l.r. in red pencil 
Printers Kenneth Tyler and Jeff Wasserman
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57
Chair. 38 The Colony, Malibu
Lithograph on stone
34.5 x 29.7 cm
58.9 x 49 cm
Printed on Amgoumois a la Main paper 
Edition of 60
7 AP, TP, RTP, PPM, 3 GEL, C 
Inscribed Chair. 38 The Colony Malibu l.c.,
O.K. to pull l.l.
Signed David Plockney 73 l.r. in red pencil 
Printer Donna Rae Hirt
58
Still Life with Book
Five colour lithograph on stone and aluminium
69.4 x 55.9 cm
81.5 x 63.6 cm
Printed on Arjomari paper 
Edition of 88
10 AP, 4 TP, RTP, PPII, 3 GEL, C
Inscribed Bouvard & Pecuehet/Gustave Flaubert in
image
Inscribed still life with book l.c.,
O.K. to pull l.l.
Signed David Hockney 73 l.r. in mauve pencil 
Printer Ron Olds
59
Study of Lightning
Four colour lithograph on stone and aluminium
63.5 x 49 cm
76.6 x 57 cm
Printed on Arches Cover paper 
Edition of 60
8 AP, 3 TP, RTP, PPII, 3 GEL, 4 CTP, C 
Inscribed O.K. to pull l.l.
Signed David Hockney 73 l.r. in pencil 
Printer Dan Freeman
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60
Ten Palm Trees in Mist
Seven colour lithograph on stone and aluminium
74.2 x 64.2 cm 
92 x 75.5 cm
Printed on Arches Cover paper 
Edition of 8
2 AP, 5 TP, RTP, PPII, 2 CTP, C 
Inscribed Ten palm trees in mist u.I.c. in 
green pencil, O.K. to print 1.1.
Signed David Hockney 73 l.r. in red pencil 
Printer Serge Lozingot 
61
Marguerites
1973
Six colour etching and aquatint on copper 
24 x 18 cm image
41.7 x 32 cm sheet 
Printed on handmade paper 
Edition of 100 and 20 artist’s proofs 
Numbered 20/100 1.1.
Signed David Hockney 73 l.r. in pencil 
Published by Petersburg Press, London 
Printer Crommelynck, Paris 
Purchased November 1973

62
Two Peppers
1973
Eight colour etching and aquatint on copper
25 x 40 cm image
38 x 51.2 cm sheet
Printed on handmade paper
Edition of 100 and 20 artist’s proofs
Numbered 20/100 1.1.
Signed David Hockney 73 l.r. in pencil 
Published by Petersburg Press, London 
Printer Crommelynck, Paris 
Purchased November 1973
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63
Contre-jour in the French Style
1974
Ten colour soft and hard ground etching and
aquatint on copper in three printings
73.9 x 73.9 cm image
99.4 x 92.5 cm sheet
Printed on mould-made paper
Edition of 75
15 artist’s proofs and one B a T 
Numbered 10/75 1.1.
Signed David Hockney 74 l.r. in pencil 
Published by Petersburg Press, London 
Printer Maurice Payne at the Petersburg Press Studios 
Purchased September 1975

64
Two Vases in the Louvre
1974
Eight colour soft and hard ground etching and aquatint
on copper in four printings
73.8 x 73.8 cm image
99 x 91.9 cm sheet
Printed on mould-made paper
Edition of 75
15 artist’s proofs and one B a T 
Numbered 10/75 l.l,
Signed David Hockney 74 l.r. in pencil 
Published by Petersburg Press, London 
Printer Maurice Payne at the Petersburg Press Studios 
Purchased September 1975
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65
Gregory
1974
Two colour soft and hard ground etching on copper
68.6 x 54.2 cm image
92 x 71 cm sheet
Printed on mould-made paper
Edition of 75
15 artist’s proofs and one B a T 
Numbered 10/75 1.1.
Signed David Hockney 74 l.r. in pencil 
Published by Petersburg Press, London 
Printer Maurice Payne at the Petersburg Press Studios 
Purchased September 1975

66
Showing Maurice the Sugar Lift
1974
Two colour etching with soft and hard ground aquatint
and soft ground etching on copper
68.7 x 54.1 cm image
91.2 x 70.8 cm sheet
Printed on mould-made paper
Edition of 75
15 artist’s proofs and one B a T 
Numbered 10/75 1.1.
Signed David Hockney 74 l.r. in pencil 
Published by Petersburg Press, London 
Printer Maurice Payne at the Petersburg Press Studios 
Purchased September 1975
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RTP

Edition

PPII

AP

TP

CTP

WP

PP

State

GEL

Terminology

Glossary of terms used by Gemini G.E.L.

Right to Print
The first impression achieved in the proofing period that meets the 
aesthetic and technical approval of the artist and Gemini. Each print of 
the Edition must be identical to this standard.

The body of prints identical to the Right to Print proof. Two numbers are 
used in the signing procedure: the upper one is numbered consecutively 
beginning with 1 and indicates the number of that print within the 
Edition; the lower number indicates the total number of prints in the 
Edition.

Printer’s Proof II
A proof pulled for the printer of the Edition.

Artist’s Proof
A proof of good quality which closely matches or equals the standards of 
the Edition prints.

Trial Proof
Generally, a proof that varies from the Edition in imagery, printing 
sequence, has added or deleted elements, or the printing of which has 
differed in some way from the Edition.

Colour Trial Proof
Generally, these proofs have the same printing elements as those in the 
Edition, but there may be a sequence that differs, or has been added or 
deleted as in the Trial Proof, or there may simply be a colour variance. 
Both a Trial Proof and a Colour Trial Proof may have been pulled at any 
time during the proofing period or while the Edition is being printed. They 
are signed if the artist feels that they have a desirable quality of 
uniqueness which gives them special merit. Occasionally, there is an 
overlap in intent between the Trial Proof and the Colour Trial Proof.

Working Proof
A print that has at least one printing element and upon which the artist 
has added work by hand.

Progressive Proof
A series of proofs primarily intended to illustrate the development of the 
image of the finished print. One set of Progressive Proofs shows each 
colour or element singly. The other set shows the actual development of 
the completed print as each colour or element is added, one by one.

The result of an artist developing a variance in a previously resolved 
print resulting in a complete Edition with accompanying proofs. The 
variance may involve a change in colour, elements or printing sequence.

Gemini Impressions
Prints identical to the Edition pulled for exhibition purposes.
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C Cancellation Proof
To assure that no further proofs can be pulled from the printing element 
after the Edition has been printed, the printing element is cancelled by 
either the artist or the printer. In the case of a lithograph, the printed 
image is fully inked and then defaced by the use of a sharp instrument or 
a stone hone. In the case of a screen print, a chemical substance is 
added to the stencil to effect the Cancellation mark, thereby preventing 
future use of that image. In both cases, one impression is pulled of the 
defaced element to document the act. This impression is signed and 
dated by the artist. When a print has more than one colour, the most 
complicated and involved colour plate is chosen for cancellation. The 
Cancellation Proof may or may not have the complete colour printings. If 
the artist decides to print a particular image in an additional State, the 
Cancellation Proof would be pulled after all States have been printed.

Signing Procedure
At the completion of the printing of the Edition and its proofs, the 
approved prints are then signed and numbered by the artist. In some 
cases, the artist may also inscribe the title and the date.

Chop
Each signed print bears an embossed, dry stamped or printed form of 
the Gemini Chop. It is generally placed adjacent to the artist’s signature 
and is accompanied by a copyright mark. Each Edition (and its 
accompanying proofs) has its own identifying number which is inscribed 
in pencil on the reverse of the print adjacent to the Chop.

Other terms used in this catalogue

u.l. upper left
u.c. upper centre
u.r. upper right

1.1, lower left
l.c. lower centre
l.r. lower right

All measurements are in centimetres, height preceding width. Where two 
sets of measurements are given, the first is the image and the second is 
the sheet. Sheet size refers to the piece of paper onto which the work 
has been printed. The image generally corresponds with the edge of the 
plate or the extent of the artist’s work on the lithographic stone or plate.

BaT BonaTirer
This French term is the equivalent of Right to Print (see above).
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