


 Silverpoint, and metalpoint more generally, is the practice of marking with soft metal on a specially 
prepared drawing surface. Experiencing a resurgence in recent years, contemporary metalpoint art 
is realist and abstract, traditional and conceptual. 

  Silverpoint and Metalpoint Drawing  is the essential manual of metalpoint technique, written by 
Susan Schwalb and Tom Mazzullo, contemporary masters of the medium. This book is the 
fi rst treatise on the subject for artists and art teachers, with chapters on early history; materials, 
including grounds, supports, metals, and tools; techniques for working in metalpoint and artwork 
in mixed media; and care of metalpoint artworks. Not only is it beautifully illustrated, this book 
also demonstrates how to photograph and exhibit metalpoint art. Featuring a gallery of drawings 
by contemporary artists, along with their tips and insights,  Silverpoint and Metalpoint Drawing  is a 
perfect introduction for students of the medium and an inspiration for those already more familiar 
with it. 

  Susan Schwalb  is one of the foremost fi gures in the current silverpoint revival. She was born 
in New York City in 1944 and studied at Carnegie Mellon University. She has had over 50 
solo exhibitions in galleries and museums worldwide, and her work is represented in most major 
public collections, including the Museum of Modern Art, the Metropolitan Museum of Art, the 
Kupferstichkabinett, Berlin, the Ashmolean Museum, Oxford, the Yale University Art Gallery, 
and the British Museum, London. Schwalb was one of only three living artists included in the 
historical metalpoint exhibition  Drawing in Silver and Gold: Leonardo to Jasper Johns  at the National 
Gallery of Art, Washington, DC. She lives in New York City. 

  Tom Mazzullo  was born in Williamsport, Pennsylvania in 1968 and attended Tyler School 
of Art, where he was awarded a BFA in Printmaking in 1990. He earned an MFA from 
Syracuse University in 1993 and has taught drawing at Hamilton College in Clinton, New 
York, the University of Denver, and the Art Students League of Denver, and he has lectured 
and demonstrated silverpoint all over the country. He has exhibited his silverpoint drawings in 
museums and galleries nationwide, has work in several notable collections, and is a member of 
Spark Gallery, Denver. He lives in Westminster, Colorado. 
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 FOREWORD 

 During the course of a warm winter afternoon lunch in 1982 in West Palm Beach, Florida, 
I casually informed the late New York art dealer Vance Jordan that I was thinking of organizing 
an exhibition devoted to American artistic investigation of the medium of silverpoint. This idea 
was spurred on by my knowledge of outstanding work in the medium by a handful of American 
artists, among them Thomas Dewing, Joseph Stella, Leo Dee, and Harvey Dinnerstein. Vance 
responded with unbridled enthusiasm, and so the investigation began. 

 With the encouragement and support of Richard Madigan, Director of the Norton Gallery of 
Art (now the Norton Museum of Art), where I served as curator of collections, and the enthusi-
astic assistance of several staff members, research ensued, and typewritten letters were sent to over 
a hundred American museum registrars, asking them to identify both European and American 
silverpoint drawings in their collection in preparation for a potential exhibition on the sub-
ject. This process was especially useful and rich in identifying the names of late nineteenth- and 
twentieth-century American artists who had worked or were currently working in silverpoint. 
With this information in hand, I was on my way to putting together  The Fine Line: Drawing with 
Silver in Americ a, which opened at the Norton in the spring of 1985 and travelled to three institu-
tions in the United States. 

 These are heady days for the metalpoint medium, and I am in rapture. The present volume 
serves as a marvelously comprehensive one-step guide to learning the history and technical ins 
and outs of metalpoint. The publication follows in the wake of the National Gallery of Art’s 2015 
exhibition  Drawing in Silver and Gold: Leonardo to Jaspar Johns  and its accompanying publication 
(for which I contributed an essay on American and European metalpoint drawing created from 
the late nineteenth century to today, updating and adding to my essay for the catalog of the Nor-
ton exhibition) and Thea Burns’s important 2012 study,  The Luminous Trace: Drawing and Writing 
in Metalpoint . In addition to the welcome proliferation in recent years of exhibitions around the 
country of contemporary efforts, a special highlight has been the recent retrospective at the 
Arkansas Arts Center (for which I authored the catalog essay), which celebrates Susan Schwalb’s 
career-long exploration of metalpoint in multitudinously inventive ways. 

 A few memories draw me back in time. The amazing encouragement and support for the 
Norton exhibition and publication from the great art historian Agnes Mongan, who contributed 
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an essay on the practice of silverpoint by the Old Masters and spread the word about both the 
show and catalog to her wide network of colleagues in the fi eld of drawing. Also, the lukewarm 
response by her old friend, the American writer, art connoisseur, impresario, philanthropist, and 
cultural fi gure Lincoln Kirstein (whose circle included a group of artists who worked in the 
medium, including Pavel Tchelitchew, Paul Cadmus, and Jared French), who dissed the effort as 
silly and no more worthy of an exhibition than plumbago. One further fl ashback: on the after-
noon of the opening of the Norton exhibition, the deputy director of the National Endowment 
for the Arts was visiting with Richard Madigan. Following the visit, Dick gave her a preview of 
the show, whose works elegantly and distinctively glistened in the dimly lit galleries. She came 
over to me while I was busily directing fi nal details on the installation and profusely apologized 
for the NEA’s turning down the museum’s request for funding. 

 Since the mid-1980s, I have tried to keep aware of discoveries and breakthroughs in the 
metalpoint medium. It is rare to discover American artists of the past to add to the roster of its 
practice (though just recently I learned of Dewing Woodward’s silverpoints, created around 1915 
in Shady, New York, outside Woodstock). Meanwhile I was informed in 2004 by the artist Jean-
nine Cook that the catalog for  The Fine Line  had inspired widespread interest among contempo-
rary artists in metalpoint drawing in America. In retrospect, I understand why – I had aimed to 
solicit enthusiasm for the then-even-less-known medium and the fascinating ways it had been 
employed. I was also making a semi-unconscious call for artists to try their hand and embrace 
metalpoint’s unique and special qualities. I do the same today – go on, try your hand. You will 
be surprised and delighted. 

 Bruce Weber 
 Saugerties, New York 

 18 May 2018 



 PREFACE

Why Metalpoint Now? 

 In 1974 one could only fi nd a handful of contemporary artists who had heard of metalpoint, 
much less used the technique. Within a few years more and more artists from around the country 
began to work in this medium. They were located in areas where there had been a signifi cant 
teacher who specialized in metalpoint. Among those early leaders, one would have to count Paula 
Gerard, who taught artists during her years at the Art Institute of Chicago (1962–1975) and the 
Layton School of Art (1945–1962); James S. Watrous, who taught John Wilde and numerous 
others at the University of Wisconsin (1930–1976); Roger Anliker at Carnegie Mellon Uni-
versity (1948–1963) and later at Tyler School of Art (1963–1988); and Charles Schmidt, also at 
Tyler (1967–2008). In 1957 Watrous published  The Craft of Old-Master Drawings , an important 
book with some technical information, but until today it was the only book with a chapter on 
metalpoint technique. Many artists were inspired to try metalpoint after seeing amazing Renais-
sance drawings in museums such as The Morgan Library and the Metropolitan Museum of Art in 
New York. 

 In 1985 the landmark exhibition  The Fine Line: Drawing with Silver in America , curated by Bruce 
Weber, opened at the Norton Museum of Art in West Palm Beach, Florida. Drawings by 40 
American artists of the nineteenth and twentieth centuries were gathered together, and the show 
toured to three other venues (Pensacola Museum of Art, Florida; Arkansas Art Center, Little 
Rock; and Museum of Fine Arts, Springfi eld, Massachusetts). The works were primarily fi gura-
tive, but there were also a study for an abstract sculpture by John Storrs along with several abstract 
drawings by Michiko Itatani and Susan Schwalb. This exhibition (and its illuminating catalogue) 
seems to have been the catalyst for an expanding interest in what was once a little-known art 
medium. Numerous museum and university gallery shows followed along with solo and group 
exhibitions in commercial galleries.  1   As the internet has grown, sites like Facebook, with several 
metalpoint groups of over 700 members, continue to introduce artists to the medium and, as they 
share techniques and ideas, the circle continues to widen. 

 As more artists begin to draw in metalpoint they have given workshops in their studios, librar-
ies or community centers, in universities and schools like the Art Students League, and in muse-
ums during exhibitions. In 2015 the fi rst historical exhibition,  Drawing in Silver and Gold: Leonardo 
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to Jasper Johns , was held at the National Gallery of Art, Washington, DC, and at the British 
Museum, London, leading to simultaneous shows in galleries in New York City, Little Rock, 
and London.  2   More and more artists were inspired to try the technique, and today there is a full 
range of abstract and fi gurative artists exploring the medium. 

 Margaret Mathews-Berenson, in a recent essay, has suggested another view on why silverpoint 
has reemerged: 

 At a time when art is being redefi ned by new and rapidly changing digital tools and tech-
nology that often deny the man-made mark, silverpoint offers artists a connection with a 
potent creative tradition. The fi ne delicate lines inevitably reveal the artist’s hand: an affi r-
mation of human presence. . . . A drawing medium made for quiet meditation, silverpoint 
remains a venerable instrument of intimate communication for artists today and provides 
welcome distraction from the dizzying pace of our technocentric world for artists and view-
ers alike.  3   

 But no matter what the reason, there is an impressive revival of metalpoint drawing in the United 
States and the United Kingdom as it slowly reappears around the world. 

 Notes 

   1   Since  The Fine Line  there have been several other major museum shows of contemporary silverpoint 
drawing:  Silverpoint Etcetera: Contemporary American Metalpoint Drawings , curated by Charles Schmidt, 
which toured to several museums beginning in 1992;  The Luster of Silver: Contemporary Metalpoint Draw-
ings , curated by Holly Koons McCullough at the Telfair Museum of Art, Savannah, Georgia, in 2006; 
and  The Luster of Silver: Contemporary Metalpoint Drawings , curated by the artists Koo Schadler and Jeannine 
Cook at the Evansville Museum of Arts, History and Science, Evansville, Indiana, in 2009. Cook and 
Schadler used the original Telfair show as the source for the Evansville show. In addition, there have been 
numerous solo and group shows of metalpoint drawings in commercial galleries, plus two recent shows in 
non-profi t venues:  Reinventing Silverpoint: An Ancient Technique for the 21st Century  at the Kentler Interna-
tional Drawing Space, Brooklyn, New York, in 2009, curated by Margaret Mathews-Berenson and Susan 
Schwalb; and  Luminous Line: Contemporary Drawing in Metalpoint , curated by Margaret Mathews-Berenson 
at Scripps College, Claremont, California, in 2010. In 2013, Sherry Camhy curated a show at the National 
Arts Club, New York, entitled  The Silverpoint Exhibition . In 2018,  Silver Lining: Contemporary Works in Sil-
verpoint , co-curated by Kristen Miller Zohn and Hannah Israel, was shown at the Lauren Rogers Museum 
of Art, Lauren, Mississippi, and the Illges Gallery at Columbus State University, Columbus, Georgia. 

  2    Metalpoint Now  at Garvey|Simon Gallery, New York;  Drawing with Metalpoint  at Patrick Heide Contem-
porary Art, London;  National Silverpoint Invitational 2015: Drawing in Silverpoint , coordinated by artists 
AJ Smith and Marjorie Williams-Smith at Hearne Fine Art, Little Rock, Arkansas and Greg Thompson 
Fine Art, North Little Rock, Arkansas;  Tarnished , a two-person show with Susan Schwalb and Erica 
Winstone at Arthouse 1, London; and  Lustrous Lines: Contemporary Metalpoint Drawing  at the Morris 
Graves Museum of Art, Eureka, California. 

  3   Mathews-Berenson, Margaret.  Reinventing Silverpoint: An Ancient Technique for the 21st Century  (Brooklyn, 
NY: Kentler International Drawing Space, 2009). 
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