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Harold Lohner has been a significant aspect of the cultural life of the Capital Region since 
his artwork first appeared in The Artists of the Mohawk-Hudson Region exhibition in 
1978. His works have been subsequently   featured or included in over 80 exhibitions, re-
ceiving a dozen honors and awards.  In 1982 he accepted a faculty position at Russell Sage 
College and ran the gallery there from 1985-1997. In 2002, Lohner transferred to Sage 
College of Albany.  He currently teaches printmaking, artists’ books, and the freshman 
Visualization course. He is coordinator of the fine arts program and is the faculty advisor 
for the Little Gallery.  He is a rare individual who has made significant contributions as an 
artist, mentor, and gallerist.

Gathering is an exhibition of recent works. Most of the works in the show were produced 
in the last 3 years and have not been previously shown. Monoprints have been Harold 
Lohner’s primary medium since he developed his technique during a residency in 1991 
at Yaddo in Saratoga Springs, NY. Lohner’s monoprints combine bold color, pattern, and 
texture with gestural drawing. His portraits and other figurative works are often inspired 
by found images, gathered and sorted with an eye toward expressive and meaningful form.  
The selections for this exhibit were made by Jim Richard Wilson, Director of the Opalka 
Gallery, and Fabienne Waring, Exhibition Coordinator. 

Some of the prints in the show were made during Lohner’s 2009 sabbatical leave as an 
artist in residence at the Kala Art Institute in Berkeley, CA. He has regularly exhibited his 
work in regional and national juried shows, most recently in the Kinsey Institute Juried 
Art Show, Bloomington, IN, and Gender Matters/Matters of Gender at Albright College, 
Reading, PA. His most recent solo exhibition was in Astoria, OR, in 2008.
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Present culture, preoccupied with global economy, permits us little time or room for 

the cultivation of ecstasy.  A measure of our discomfort may be found in the fact the 

word is now the name of an illicit drug — powerfully transporting and dangerous.  We 

consider ecstasy to be a state reached through illegitimate assistance, contra to per-

sonal safety; or it is a sign of sub-cultural status, something left over from Grateful 

Dead concerts, electric Kool-Aid acid trips, something like speaking in tongues or the 

rapture of full-gospel religion, the latter of which the art world with its class-bound 

elitism knows precious little about.  Or it is just sex or just party and, so regulated, 

lives in fenced-off portions of our lives where it cannot contaminate the ordered 

control of the rest.   We treat ecstasy like everything else: disconnected, bounded, 

unitized.    

To find a language where I could discuss ecstasy not as an aberrant occurrence, or 

pegged to specific acts, but as a practice which is life-affirming and connective, I 

needed to turn to a much older tradition.  When I encountered that rolling sea of 

men’s faces, bodies, veils and screens in the prints of Harold Lohner, the thought 

of Dionysus began to possess me.  An ancient god of wine, masks, theatre, vines, 

watery nature, and ecstasy, Dionysus lent cohesiveness to the sense of transport I 

found in Lohner’s prints, especially in their serial or concert nature.  So, I will borrow 

from this nearly forgotten deity and create a dual dance, duality being Dionysian, 

after all. I will consider Dionysus not as Nietzsche did in The Birth of Tragedy, as half 

of a Hegelian-influenced construct.1  Since Dionysus was a god, my usage will not re-

duce him to the symbolic, and Dionysus represents no psychological state.2   Neither 

am I speaking of the god as God, or mythos, with an iconological history.  Rather, I 

have found in the model of Dionysus an essence or spirit of practice for the condi-

tion of ecstasy, so that it is Dionysiac of which I properly speak. That its forms have 

changed since those of ancient Mediterranean world is all the better.   

The Dionysia was a festival of tragedies in ancient Greece, and the mask stood there 

not to represent God; it was his very epiphany.  The mask and god are one; there 

is no disguise.  So, his altars frequently had a human presence — a column with a 

bearded mask crowned with ivy.3 

Present to the company of humans more than any other deity, Dionysus appeared 

in forms from the fully veiled to the entirely revealed, and this dance of waxing and 

waning appearance is central to his fluid, shape-shifting being.  One of the first things 

we notice about Lohner’s mono-prints is a sense of veiling — and partial revelation.  

His predominant subject is a man’s head, men’s bodies being a secondary subject, 

but they are veiled or slowly revealed through a panoply of textures and layers.  

The artist works one sheet of paper through many stages of inkings and printings 

until there is a density of patterning, a sense of these faces emerging through a rich 

rhythm of form.  Green Man 4, of 2009, stares directly at the viewer with a riveting 

and tenebristic intensity that is buffered with a layer of dark-green leaf shapes — a 

presence through a veil of foresting.  Closeup 3, from 2008, is a jubilant, cyan-col-

ored floating mask that emerges through a screen pattern of plastic fencing.  Lohner 

scavenges the world for images, construction materials, bric-a-brac — fencing, lace, 

wood paneling, furnace filters — anything that will hold ink and print.  These mysteri-

ous, floating textures layered one upon the other create a rhythm of slow revelation 

that is central to the artist.  Indeed, for Dionysus, the forest and all of nature was 

a kind of veil or plural presence for his power, which, being ecstatic and potentially 

destructive, preferred gradual revelation.  Leaves, especially ivy, are his signs, and 

dithyrambic poetry, incantatory, wild, and climactic, is a means of celebration.  In 

this vein, Lohner’s monoprint book, Leaves, 2008, of twelve accordion-folded pages 

and hard covers, presents a rhythmic repetition of one exquisitely-shaped male face 

after another in a forest of paper-base leaf-grams, over-layered with softly colored 

ones.  The faces underneath are printed and over-printed in olive, dark green, black, 

silver, and teal.  A long scroll of masculine beauty in a forest grove or mythic space, 

patterned with the shifting rhythms of leaves and light — we can voyeuristically view 

them, but the faces refuse as much as admit the glance.  They do not disclose their 

mystery.  When I asked the artist how many of his heads were self-portraits, he said, 

“they all are.”  Dionysus, too, claimed all celebrants.
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Befitting a god who possessed his worshipers, Dionysus presided over dreams, vi-

sions, prophesy, madness, and, to use a modern word, “obsessions.” Much of Loh-

ner’s work has the quality of emanating visions, which are patterned, musical and 

pleasantly repetitive with subtle variations.  Consider Attraction 3 and 4, of 2010, 

with its party-colored moths encircling a male head in silhouette, or Full Face 1, 

2008, with its cyan, stare-you-down face emerging from paisley like forms (paisley, 

an Indian form, derived from leaves).   Head, of 2007, emerges like an apparition 

from an inked dream.  Veiling and revelation — there is a psychical intensity here 

that leans toward music and ritual, both of which tend to be patterned and repeat-

ing.  Dionysus surrounded himself with mortals and mythic wood-folk, spinning out 

eternal celebrations, dancing into and out of presence.

But wait — the classical scholar may say — Dionysus had an entourage of mortal 

women, maenads, who danced with him and now forever hold their positions on 

vases. Satyrs and Sileni, mythological men-horse creatures, harass the maenads 

with sexual antics and giant erections, making the vase painting sections of muse-

ums completely worth their scrutiny.  What do these have to do with Lohner’s male 

and mortal gay subjects?  Depicting a satyr is anachronistic today, but to suggest 

their preoccupations with a company of men (sans hooves) in a frieze like Phalanx, 

six monoprints from 2005, presents a will toward ecstatic celebration.  This is a 

postmodern “vase,” gridded, sectioned into head, torso, and leg pairs, unified with 

a dancing rhythm.  The syntax of the artist’s mark rhymes with the erotically posi-

tioned bodies that are frontally close, tactile and warm-toned like skin.

There was a gay side to Dionysus, too, represented in literature with feminine at-

tributes and descriptions.  “The womanly stranger,” Euripedes called him.4  He was 

strange to the Greeks, because his religion had traveled from Thrace/Phrygia, or 

Crete (ethnically connected, it is theorized).5  It was not native, and it was seen to 

the ancient Greek citizen as barbarian, Eastern, subversive and wild.6  If we look at 

Lohner’s two prints, Stranger 4 and 6, of 2010, we see the signs of male foreignness 

in military berets or headgear made doubly mysterious/dangerous in their silhouette 

forms (one of Lohner’s tropes); they are veiled with feminine lace and designs for 

henna hand-painting.  The attraction of the unknown or mixed signage is evident 

here, and duality is also what the Dionysius literature gives us.7  Dual, bi-gendered, 

queer, effeminate — this was a fluid, complicated deity.8  His attribute in archaic 

processionals was, confusingly enough for a femme guy, a giant, ivy-decorated phal-

lus.9  Priapus was his son.  Michael Jameson discusses Dionysus’ gender alterity, 

along with the fact that Dionysus, phallic fertility god of wine, was largely depicted 

on vases as asexual, or above sexuality.10  It is as though you just couldn’t pin the 

guy down.

Dionysus’ element was water, that universally feminized substance.  Everything fluid, 

shifting or moist was his home — oceans, streams, the sap of trees and men, the 

blood of animals, all dewy places like grottos and woods.11  If Apollo loved the air 

and sun, Dionysus was the leaf and stream, the growth of plants, the moisture of 

under-places, earthen and reproductive.  When we consider that Lohner’s medium 

is always worked wet, from the moist ink he sculpts for the impression, subtracting 

the light areas, to the paper wetted to receive the print, there is a correspondence.  

Light Source 3, 2007 gives us insight into his technique of carving away wet ink on 

a Plexiglas support.  It is a simple yet stunning cyan image which is constructed 

around the source of an energy-efficient light bulb (an ink-jet print transfer), which 

is literally an absence of ink.  Light is presence, but in the print it is the reverse — a 

Dionysiac duality.  The printmaker moves from dark base to light, carving away wet 

density, illuminating as a torch does the night.     

Much of actual Dionysian ritual did take place at night.  It also took place in sunlit, 

official spaces, but the night orgia have captured the interest and imaginative fancy 

of centuries.  Rituals of female maenads combined with male celebrants and priests 

(satyrs and nymphs accompanied in visions), the orgia were not “orgies” according 

to today’s parlance.12  Sexual license was not the wildness in question, says Walter 

Otto.13  Rather, the orgia was a place of complete freedom and enthralled union with 

the natural god, whether it involved sex or not.14  The law of men remained in the 

polis, and these people were outside of it while they were possessed, indicated by 

words like ekstasis, “standing outside oneself,” and enthusiamos “possessed by the 

God”.15  Both describe a place where women and men found themselves abandoning 

duties, subverting the domus, and running off to the woods for torch-lit chanting, 

dancing celebrations accompanied by drums, reed flutes, wine, and the eating of raw 

flesh.16
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A kindred spirit to the orgia is visible in Lohner’s series, such as Into It; Man’s Man; 

Night Garden; Howl; and Wild Man 5 and 8.  The Wild Men of 2010 are the very 

incarnation of the Dionysiac spirit — theatricalized faces with an over-printing of a 

second face, schematized, doubling the mask like properties.  Dionysus was at times 

depicted as a double mask.17  The installation, Choir, 2009, is the most revealing, 

printed on pages from hymnals, a rolling tower of men’s faces in the throes of pas-

sionate singing, heads tipped back, throats open, eyes closed, the power of song 

loosening the bonds of selfhood and releasing these figures into fluid ecstasy.  They 

appear to be gripped in a passion that is akin to love making, or orgasm, and the 

fact that Lohner has printed these on hymnal pages is no accident.  To some, such 

eroticism grafted onto Christian texts could suggest sacrilege.  Consider, however, 

that of all the Greek gods, Dionysus was the one who shared more than a few at-

tributes with Christ (a personal union with God, wine as body, and mortal-immortal 

dualism).18  A kinship may exist.

There is, though, another side of Dionysus, to which I have only hinted, terrify-

ingly represented in Euripedes’ The Bacchae (bakkhai is a worshipper of Dionysus), 

where the vengeful god drives mad his resisters, and a proud man is torn to pieces 

by maenads, including his mother.  The Greeks and Romans, intimidated by the 

potential power of women, acted to thwart maenadism; they viewed gender alter-

ity as a threat to domus, polis, and patriarchy.19 Today, we are at curiously similar 

crossroads.  Will we allow for plural visions of ecstasy; will we find for ourselves a 

celebration of what we so desperately need as humans and what we construct in 

poor substitutes — that standing outside ourselves, an enlargement of particularized 

experience that some might call divine?   The madness of Dionysus descends when 

ecstasy is denied.  The artist, in his role of reconnecting the fragile and dislocated 

pieces of human experience, is a guide to an alternative.  Harold Lohner offers us a 

vision of joining that dance.
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1110

Phalanx, 2005, 6 monoprints, 96 x 88” overall

Giants 4, 2005, 41 x 30”



1312

Light Source 3, 2007, monoprint with inkjet transfer, 15 x 15”

Head, 2007, 41 x 30”



1514

Leaves, 2008, artist’s book of monoprints, 12 accordion-folded pages, 2 hard covers, 16 x 22 x 5” (closed)

Howl 1, 2008, monoprint on paper-backed fabric, 30 1/2 x 21 1/4”



1716

Full Face 1, 2008, 44 x 30”

Closeup 3, 2008, 44 x 30”
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Choir, 2010, installation of 296 monoprints on hymnal and songbook pages, dimensions variable

Benday Profiles 1, 2009, 30 x 22”
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Man’s Man 1, 2009, 44 x 30”

 Into It 2, 2009, 24 x 17”



2322

Green Man 4, 2009, 30 x 22”
Night Garden 2, 2009, on Arches Cover paper, 30 x 22” 



2524

Blue Kiss 5, 2009, 30 x 22” Atlas of Men: 254 Lynx, 2009, 30 x 22”



2726

Moiré Portrait 3, 2009, 30 x 22” Attraction 3, 2010, 30 x 22”



Wild Man 8, 2010, monoprint with relief print, 30 x 22”

2928

Green Screen 1, 2011, 30 x 44”



Come Together 1, 2011, 30 x 44”

Blue Kiss 5, 2009, 30 x 22

Atlas of Men: 552 Mammoth, 2009, 30 x 22

Moiré Portrait 3, 2009, 30 x 22
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Stranger 4, 2010, on Lokta paper, 30 x 24”



Circle Beard/Beard Circle, 2011, artist’s book of monoprints, 24 accordion-folded pages 
with attached, perforated soft covers, 15 x 11” (closed), 15 x 40 x 40” (standing open)
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People associate printmaking with the ability to make multiples, the limited edition. So 
why would anyone make monoprints?

The word “imaging” conjures up digital work, but each medium offers its own bundle of 
imaging techniques, possibilities and limitations. In print imaging, the image becomes a 
physical object, a thing that is taken apart, worked on upside down and backwards, and 
distorted by various mechanical processes, ultimately to be assembled for the first time 
as a print on paper. Instead of laboring over, say, a single small etching plate, monoprint 
allows me to work much more directly and spontaneously, to easily layer color and pat-
tern, and to develop series of variations. Sometimes I combine aspects of relief, intaglio 
or stencil printing and use printerly effects like CMYK colors, benday dots, and moiré. 

I’m excited, proud, and grateful to be able to share this work with my community. Many 
thanks to Jim Richard Wilson and Fabienne Waring of the Opalka Gallery for their in-
sightful choices, patience, and cooperation; to Melody Davis for her wonderful essay 
which finds dimensions of my work that I had not yet seen; to Allen Grindle, frame artist; 
to Sean Hovendick for the cool video; to all my colleagues and students at Sage for their 
energy and support; and to my partner, Al Martino, for understanding how very, very 
important this all is to me.

Harold Lohner 
June 2011

Harold Lohner 
Videography: Prof. Sean Hovendick



Opalka Gallery is the formal exhibition facility of The Sage Colleges. Located 
on the Sage Albany campus, the Opalka’s primary concentration is on work 
by professional artists from outside the region. An important aspect of the 

cultural life in the Capital Region, the Gallery frequently features multidisciplinary 
projects and hosts poetry readings, recitals, and symposia, often in conjunction with 
its exhibitions. 
The Opalka Gallery was constructed in 2002 with funds donated by the Opalka  
family. The 7,400 square-foot facility includes a vaulted gallery and a 75-seat lecture 
hall with Internet connectivity. The Opalka replaced Rathbone Gallery, which served 
The Sage Colleges for 25 years and garnered international attention for the quality 
and significance of its exhibitions.
Opalka Gallery is a member of The Exhibition Alliance, the Association of Academic 
Museums & Galleries and the Museum Association of New York.

Exhibition Coordinator: Fabienne Waring
Publication design: Nicole Clayton, Class of 1991
Copyright 2011 artist, authors and The Sage Colleges.

All works are monoprints on Rives BFK paper, except as noted.   
Dimensions refer to the sheet size of bleed prints except as noted.  




