
Four: MFA Thesis- Printmaking

Item Type Thesis

Authors Mino, Nicholas J.

Rights Attribution-NonCommercial-NoDerivs 3.0 United States

Download date 23/05/2023 22:04:41

Item License http://creativecommons.org/licenses/by-nc-nd/3.0/us/

Link to Item http://hdl.handle.net/20.500.12648/588

http://creativecommons.org/licenses/by-nc-nd/3.0/us/
http://hdl.handle.net/20.500.12648/588


 

 

Exhibition Showcard 

 

 

Four. 

 

 

Nicholas J. Mino 

 



1 

Table of Contents 

Artist Statement………………………………………………………………… 2 

Introduction…………………………….……………………………………… 3 

Technical Process …………………………….……………………………….. 4 

Formal Analysis…………………………….………………………………….. 5 

 Pestilence…………………………….………………………………….. 5 

 War…………………………….……………………………………….. 6 

 Famine…………………………….……………………………………. 7 

Death…………………………….……………………………………… 8 

Research Problems/ Questions…….………………………………………….. 9 

Methodology…………………………….……………………………………… 10 

Areas of Research…………………………….……………………………….. 12 

Visual References…………………………….………………………………… 13 

Installation Strategy…………………………….…………………………….. 18 

Concluding Remarks…………………………….……………………………. 22 

Works Cited…………………………….……………………………………… 24 



2 

 

 

Artist Statement 

 

Employing the characteristics associated with the imagery of The Four Horsemen of the 

Apocalypse, I interrogate the status of our current environment. 

Focusing on recognizable motifs that represent our interconnected social and environmental 

concerns, I translate the original visualization of The Four Horsemen of the Apocalypse through 

a series of traditional and nontraditional print installations.  Organic and inorganic materials 

incorporated into each installation relates the history of the horse depicted to the specific crisis of 

apocalyptic proportion that has influenced its creation. 
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Four. 

 

 In the Spring of 2016 I began to synthesize a series of large scale relief woodblock 

carvings that would approach the topic of The Four Horsemen of the Apocalypse based on their 

biblical descriptions from The Book of Revelations.  This traditional motif marks the end of days 

and the coming of the apocalypse unto our world.  As a point of departure I focused on Albrecht 

Dürer who in 1498 carved a woodblock that captured the horsemen as they descended upon 

Earth. In the visualization of this biblical scene, The Four Horsemen; Pestilence, War, Famine 

and Death simultaneously converge upon our world.  Pestilence is characterized as a conqueror 

with elements of plague, illness or disease (King James Version, Revelations. 6:2).  War is the 

second horseman and connotes the combat that will be waged between the people of Earth 

(Revelations. 6:4).  The third horseman Famine is depicted with weighing scales which 

references pastoral rationing during times of crop failure (Revelations. 6:5-6). Death rides a pale 

horse, is the bringer of Hell upon Earth and reigns supreme over all of the horsemen 

(Revelations. 6:8).  To reconstruct the narrative within this traditional motif I decided to 

articulate these four characters through the depiction of their untamed steeds.  In order to create 

believable life-sized compositions that would engage my viewer I set out to complete these 

images on a set of four plywood surfaces, each measuring five feet by ten feet.  In the original 

conception of this body of work, my approach to accomplish these goals were through a purely 

formal rendering of these horses, while embedding other well-known art historical references 

into each composition. While researching this project, I began to recognize how unique Albrecht 

Dürer’s depiction of this motif was to its time period when everyone knew of the biblical telling 

of the horsemen but had no way to tangibly visualize what they might look like.  Slowly I 
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realized that it was essential 

for my work to use a 

contemporary setting to 

support my own unique 

narration.  In order to move 

beyond the rigorous formal 

depiction of these four 

horses, I began to research 

and formulate connections 

within each of their 

individual aesthetics to 

relatable topics and subject 

matter that has become 

prevalent to our current 

time period.  Each horse 

captures the unique 

iconography of its 

horseman’s character traits, while connecting these visual aspects to a societal crisis of 

apocalyptic proportion that has an accurate context to a modern day telling of The Four 

Horsemen of the Apocalypse.  

Many technical challenges are faced when committing to relief woodblock carvings of 

such proportion.   I followed a specific process to render my images onto these block surfaces.  

Firstly, extensive time was taken to compile visual references of the anatomy of horses.  Once a 

Fig.1 Albrecht Dürer, Four Horsemen of the Apocalypse, 1498, woodcut, 15” x 11” 
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specific posture was decided I then compiled hand drawn stencils of potential compositions 

which are first rendered as five inch by ten inch images. After the initial design was 

accomplished I then scanned this small drawing and used a projector to visualize my 

composition on my woodblocks.  From there I drew directly on the block surface following the 

projected image using thick markers and India ink.  Once the image was hand rendered I began 

the arduous process of carving in and around this image to create a positive and negative space. 

The physical challenge here was carving at such an increased scale; by using a combination of 

handheld bladed carving tools and a rotary tool I set out to reduce areas within and around my 

image to solidify it.  Once carving was finalized and the image was completely rendered, the 

block was then used to print images from its surface.  Another challenge exists within the 

limitations of industrially producing such large images.  Without a printmaking press bed that is 

capable of functioning with such large blocks, I had to print these images entirely by hand on 

fabric and paper.  To do so I charged the surface of this block image by rolling even layers of ink 

onto it.  When the block was consistently charged with ink, I then covered the surface with my 

given substrate and then carefully transferred that image onto the material via direct hand 

pressure with a flat large format wooden spoon. 

 Each individual horse captures a particular iconography and is designed with 

acknowledgment of the specificity of each.  In the case of Pestilence, the horse is depicted in a 

state of living decay.  The posture of Pestilence references a horse that is in physical and or 

emotional distress.  Its ears are turned back, eyes wide open and one hoof is recoiled towards the 

torso of the horse.  Most of this horse’s fur has disintegrated revealing a labyrinth of underlying 

muscle, bone and tendon structures.  The torso of the horse displays an open cavity of exposed 

ribcage that is holding at bay the loose entrails of Pestilence.  A culture of larva existing in the 
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lower abdomen of this horse has taken flight and a swarm of gnats have accumulated in the 

upper region of this cavity. Simultaneously the various orifices of this horse have become 

similarly compromised.  The eyes, ears, mouth, nose and anus of the horse have become infested 

with gnats, while fluids can be seen oozing from the mouth and loosened muscle structures of the 

jaw.  What little hair this horse has left on its mane can be seen falling from its neck and tail 

while accumulating and dangling around its hind legs and hoofs.  This finite detail grounds the 

structure of the horse and allows it to sit rigid in the dark negative space of its composition. 

 

 

 To achieve a visual evidence of labor, the image of War is produced entirely through the 

use of hand tools.  The repetition of a singular sized mark is implemented here to wrap around 

lines to create undulating forms that protrude forward in space.  The horse is reared up on its 

hind legs in a startled and defensive confrontational pose.  The anatomy references that of a war 

horse, with massive hoofs and bulbous mounds of muscle structure.  This image evokes a sense 

of suffering; War is adorned with seven arrows that have partially penetrated and become lodged 

Pestilence, 2016 - 2017, woodblock carving on Russian birch ply, 5’ x 10’ 
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into its muscle, this is a visual allusion to the narrative of Saint Sebastian.  Tightly bound to its 

four limbs are broken iron shackles that have cut deep into the cuffs of the hoofs.  A severed 

frayed lasso clings loosely to the shoulders and neck of War.   

 

 In a reverse process to War, 

the mark-making achieved in 

Famine is obtained almost entirely 

through the use of rotary tools which 

provide the ability to create 

consistent, repetitive marks at a rapid 

rate.  Texture becomes an important 

aspect of this process, the rugged and 

pulverized surface engages the 

viewer as a representation of matted, 

unkempt fur.  Famine is displayed as 

a blind, malnourished, elderly horse 

who is no longer capable of standing 

or traversing.  Its legs have become 

weak to the point of disfigurement 

and have buckled under its body 

weight.  Referencing the biblical 

description of the horseman Famine, 

who carries weighing scales, Famine 

War, 2016 - 2017, woodblock carving on Russian birch ply, 10’ x 5’ 
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has appropriately been depicted as blind.  The eye sockets of Famine are inflamed with infection 

that has caused it to lose its vision and its hooves are cracked at their edges. The scales are 

widely accepted to represent the history of grain rationing during times of poor crop production 

but are also recognized as the scales of justice (Revelations. 6:5-6).  Under this context, I have 

used corn to cultivated an installation element that connects the image of Famine to the organic 

material. 

 

  

 To amplify the hierarchy of this image, Death has been monumentalized through an 

exponentially larger scale shift.  In order for Death to be relatively larger than the previous 

image of Famine, it is composed from a frontal perspective.  The marks that render this image 

also communicate its central role.  Elements from all prior horses have been borrowed and 

infused with one another in order to embody traits from each and visually connect them.  

Designed to directly confront the viewer much like that of a portrait, this horse’s massive face 

has been stripped clean of flesh down to the bone.  Revealed is a smooth, hammed texture with 

Famine, 2017, woodblock carving on Russian birch ply, 5’ x 10’ 
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long sharp fractures which take on the features of aged bone matter. Without ears, the top of the 

head becomes associated with the hooded characteristic that signifies the iconic representation of 

death as a motif.  Frozen in a striding pose, the horse appears to be charging directly at its viewer 

with all four hooves looming in space and extending forward.    

 

 Research into this subject matter 

guided my knowledge towards the 

function of recognizable well-known 

images and motifs as well as the 

function of narrative structures within 

fine art.  The most direct problem at 

hand was how to create a contemporary 

narrative around a story that is hundreds 

of years old.  How do I do justice to the 

original depiction of the horsemen while 

still maintaining my own artistic 

intention within the series?  Where do 

the representations of the crisis I am 

addressing in conjunction with my 

woodblocks exist in contemporary 

society?  Furthermore, where do I exist 

within the identification of that specific 

setting?  How do the relationships 

Death, 2017, woodblock carving on Russian birch ply, 10’ x 5’ 
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between this crisis interconnect with one another?  Do they interconnect?  How do human 

relationships and environmental relationships oppose or reinforce one another? 

 I used organic and inorganic material such as dead bees, gnats, police line tape and corn 

to pinpoint the most powerful representation of each societal crisis I am relating to the content of 

the Four Horsemen of the Apocalypse.  In turn I am using these materials to create commentary 

on our current situation.   In the case of Pestilence, I reference the example of Colony Collapse 

Disorder.  Essentially, honey bee populations on a global scale have been drastically declining 

for nearly a decade, this has massive implications for crop pollination and ecosystem 

sustainability (Ott, p.402).  In order to relate my own setting to the decline of bee populations I 

began studying specific species affected and set out to physically collect specimens that have 

died of natural causes.  Over the course of a year I have collected, numbered, organized and 

recorded hundreds of bees sourced from the Fine Arts Building and surrounding SUNY New 

Paltz buildings such as Smiley and Humanities.  This does more than supply ample organic 

material to visually connect Pestilence to the crisis of hive decay; this action grounds my 

research in a present setting that authentically represents my own experience.  In the case of War, 

I have focused on the issues of mass incarceration and the unfettered roles of authority within the 

U.S. societal and judicial systems.  To create this connotation with the horse itself I collected 

discarded police line tape from an incident that occurred in our Fine Arts building at the end of 

the Spring 2016.  Famine is related to the current status of industrialized agricultural system.  

Genetically Modified Organisms have become a hot button issue that has brought extensive 

debate regarding the sustainability of our farming system as well as potential long term health 

and environmental risks that are still not recognized by the Environmental Protection Agency as 

an imminent threat (Eisenlohr p.559).  To establish a hierarchy within these concerns, I have 
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assigned to Death the most disastrous and life threatening issue faced by society today.  The 

receding Arctic ice shelves have long been acknowledged as the most accurate visual evidence 

that global climate change is causing devastating effects in our generation.  To substantiate this 

concept, Death is accented by an untitled wall piece which is composed of a paper casted horse 

skull on a diamond like structure.  This shape mimics the representation of a submerged iceberg 

while the irregular edges of this form project ragged shadows that further reference the structure 

of an iceberg. 

 

 

 

Untitled, 2017, paper casted skull, 3’ x 2’ 
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Once my research shifted to relating the subject matter of The Four Horsemen of the Apocalypse 

to contemporary crisis, I became aware of a broadened range of topics that connect the 

implementation of dead bees, concrete, police-line tape, and corn.  I specifically frame the 

relationship between invasive wasp species versus honey bees in comparison to our own 

combative relationship with societal roles of authority and its citizens.  In the case of Pestilence, 

prevalent research topics include Colony Collapse Disorder, bee breeds, behaviors and social 

structures of hives as they relate to primitive societies as well as the effects of pesticides on bee 

population and their ability to effectively pollinate genetically modified organism (Eccleston 

pp.11-13).  This is evident in Pestilence where wasp nests appear to have burrowed behind the 

print.  This suggests the wasps are the cause or carrier of the decay.  For War I have conducted 

research on mass incarceration, police brutality, unfettered roles of authority in the U.S. as well 

as its criminal justice system.  All of these topics feature oppression that is comparable to the 

combative nature of wasps against the honey bee who is responsible for maintaining society.  

The vibrant black and yellow police line tape installed with War is meant to reference the color 

of wasps’ exoskeletons while pointing directly to violence between law enforcement and 

oppressed people.  Famine has mainly brought research topics into light such as Genetically 

Modified Organisms, most specifically in corn production.  The health risks and long term harm 

created by the use of GMO pesticides is a prevalent connection to hive decay (Paolo pp. 229-30).  

A singular ear of corn adorned with honey bees that are attempting to pollinate the crop narrates 

the negative effects GMO’s have on honey bee population.  Lastly, the biblical character Death 

has brought up research into receding Arctic ice shelves, the recording of this recession is visual 

evidence that global climate change is making a devastating impact on our planet in our 

lifetimes.  This concept is visually evident in both the color choice and direction of large marks 
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in Death.  The faint sky blue hue accented by violet line work references a color palette that is 

similar to a fractured iceberg.  The large format marks that compose Death appear to cascaded 

forward to reference the undulation of a breaking ice shelf.   Within the topic of the apocalypse 

Eschatology is prevalent. Author Willem Styfhals has examined traditional and modern 

interpretations of Eschatology as “the theoretical doctrine concerned with the end of history and 

the salvation of human existence (Styfhals p.191).” 

 The various sources for 

inspiration developed from producers 

of visual culture and contemporary 

artists reinforces the individual 

narratives constructed around each 

horse.  One of the key art works I 

have examined in consideration of 

how I installed Pestilence include The 

Unicorn in Captivity (from the 

Unicorn Tapestries).  

 It is an importance reference not only 

because of the similar depiction of 

horse anatomy but because of the 

quality of these images on large scale 

tapestries.  The key visual references I 

have designed War around include 

traditional images of the suffering of 

Fig.2 The Unicorn in Captivity (from the Unicorn Tapestries) 

1495-1505, wool warp with wool, silk, silver, and gilt wefts, 

145” x 99” 
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Saint Sebastian.  The most relevant is Albrecht Dürer’s late 15th century, early 16th century 

woodblock print Martyrdom of Saint Sebastian.  More specifically it is the relationship between 

the suffering depicted in Saint Sebastian images and that of the suffering of oppressed peoples 

that is represented by the image of War.  This history of oppression is signified by the broken 

shackles that still bind War’s limbs and the lasso around its neck that is easily related to a noose.  

Additionally, I was interested in Francis Bacon’s Screaming Pope because of the way it 

rearticulates the imagery of a traditional artwork, in this case Diego Velázquez’s oil painting 

from 1650 Portrait of Innocent X.   

 

 

 

 

Fig.3 Albrecht Dürer, Martyrdom of Saint Sebastian, late 15th century to early 16th century, woodcut. 
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Fig.4 Francis Bacon, Screaming Pope, 1953, oil on canvas, 60.25” x 46.5” 
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Fig.5 Diego Velázquez’s, Portrait of Pope Innocent X, 1650, oil painting on canvas, 141” x 119” 
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Another important figure that became an excellent 

source for visual study during the development of 

Famine is the photography of Robert Frank, 

specifically in his 1949-piece Dead Horse/ Angers 

which depicts a dead horse hanging upside down to 

be drained of its blood in preparation of industrial 

processing.  Another photographer, James Balog has 

extensive experience documenting wildlife and 

nature but has most notably captured images of the 

receding arctic ice shelves to call attention to the 

measurable effects climate change has had in a very 

short period of time.  

 

 

 

 

 

 

 

 

Fig.6 Robert Frank, Dead Horse/Angers, 

1949, gelatin silver print, 13” x 8” 

Fig.7 James Balog, 

Crevasses at Mendenhall 

Glacier, Alaska, No. 3, 

from ICE: Portraits of 

Vanishing Glaciers, 2012 
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The final installment of this body of work consists of all four images of the horses.  The 

interconnection of these images rely on the individual aesthetic of each and their installation 

strategy. Presented was a combination of traditional and untraditional installation formats.  

Pestilence is printed by hand on a five foot by ten-foot section of lightweight fabric  

 

 

 

Pestilence, 2017, woodblock print on muslin, wasp nest, wasps, 10’ x 5’ 
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called muslin that is 

suspended at eye 

level.  War was 

displayed on the 

gallery floor after 

being printed on 

mulberry paper and 

adhered to a five foot 

by ten foot by four-

inch slab of concrete 

that mimics a sidewalk thus relating the issues of War to urban environments.  The concrete was 

then dismantled and reconfigured in the gallery space.  Famine was displayed as a woodblock 

carving itself on an elevated surface supported and bordered by corn husk.  Death was displayed 

as a print installation as well; the print is suspended vertically by a cable system.  In order to 

relate the function of all four of these images they are installed in close proximity to one another 

in a suggested crescent format.  Viewers are able to move in and out of the space between the 

installed images so that individual inspection of each composition is not compromised.  From an 

installation view the format of the images becomes a room of their own, remaining in proximity 

enough to suggest a reference to an enclosed space.  

War, 2017, woodblock print on mulberry, wheat pasted to concrete, augmented 

police line tape, 10’ x 5’. 
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War, 2017, 

woodblock print 

on mulberry, 

concrete 

10’ x 5’. 

Detail image. 
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Famine, 2017, elevated woodblock carving, corn, pulp, husk, stalk, bees, hemp corn, polyurethane. 

Famine, 2017, elevated woodblock carving, corn, pulp, husk, stalk, bees, hemp cord, polyurethane. Detail image. 
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Death, 2017, woodblock print on muslin, 10’ x 5’ 
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Audiences are engaged and challenged by the images being displayed to them due to the various 

modalities of the subject matter.  Those familiar with biblical passages, environmentalist and 

socially active individuals may be particularly intrigued by the nature of the work while many 

may focus on the formal elements of the horses perhaps unaware of the extensively embedded 

content. The images may become reactionary and force the viewer to confront issues and 

concerns that are constantly at the forefront of our societal concern, yet not often spoken about in 

terms of making a real impact or change.  This socially engaged work will have the opportunity 

through the reproductive nature of printmaking to exist in many variable installations post-

graduation.  The block and prints can be installed alongside one another in gallery settings to 

create thought provoking juxtapositions.  Installing these images in outdoor spaces will 

politically charge the works and engage a wider community.  This is key in the development and 

Four. 2017, Installation view. 
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longevity of this body of work, to move far beyond the making and viewing of art purely for 

traditional purposes and into an area of making a real impact on the cultures where these images 

are displayed. 
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