














Bernard Upshur. Brooklyn Bridge. Woodcut, 15/50.

Then, too, clear attributions are strained by unclear
language. The drypoint etching, a type of engraving
ardinarily printed by intaglio, is not an etching at all.
Neither is a wood engraving an engraving, but an
adaptation of the woodcut characteristically printed by
relief. We hope you will be mare amused by these
exceptions than daunted, for graphics is not as hard to
understand as are the wines of Italy or, say, the
intricactes of American breakfast cereals.

The Woodcut

Relief is the technique of the rubber stamp and the type-
writer; it is the oldest technique, having been used by
bath the Chinese and the Olmecs. it is called a white-line
or negative or subtractive process—in this it has some-
thing in common with sculpting marble—because the
artist's tools leave white areas by removing what is not
wanted (rather than adding what is wanted).

The oldest medium in the history of the fine arts is the
wood block, carved along the grain. The woodcut was in
use in Europe well before the introduction of paper, has
been in constant use ever since, and has therefore come
to be the patriarch of relief printing. The fairly hard, open-
grained woods that are used give the prints their charac-
teristic appearance: a forthrightness from the lack of
shading, a simplicity from lack of detail, and a line that
follows the wood’s grain.

Bernard Upshur's work continues the venerable tradition
of the woodcut, as we can see from these examples.
Upshur has deliberately chosen planks with knot-holes in
them—ordinarily a defect because of their texture—and
has achieved an extraordinary eloquence by using those
knots as cynosures,
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Francisco Mora. La Paz. Wood engraving, 3138 cm, 1973,

The Linocut

Closely related to the woodcut is the linoleum cut, com-
monly called the linocut. It, too, is presumed to be
printed by relief. The difference is that linoleum, a
modern material, is easier to work. When an artist tries to
work against the grain of the wood, his knife is often
deftected and the wood splinters, Linoleum, however,
has a uniform consistency and a softer texture, allowing
the artist a finer and easier control and vielding lines of
greater precision. {The wood engraving is capable of finer
lines, though, because linoleum tends to crumble.) The
cffect is still rough-hewn, but with a uniformity.
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The linocut is slightly more popular with the artists than
the woodcut. We have in this issue eight artists to
represent the medium, several of whom print with
multiple color-passes. Color is possible in any of the
printmaking techniques, and you will generally find it in
the more popular mediums; in relief work, however, it is
most difficult to control owing to the difficulty of
registration—that is, as each successive color is printed
by an additional plate, each plate has to touch the paper
in exactly the same area. Consequently, color, like line,
is treated broadly in these linocuts.



fter every period of invention comes a period of

consolidation and refinement. The mechanica!l inven-
tion of Gutenberg gave rise ultimately to the intaglio
process; the chemical advances of the nineteenth century
refined lithography and serigraphy to the point where
they are today’s reigning techniques. Now, before any
newer technique, like laser printing, comes to distract us,
we have another period of consolidation to go through.
That is what underlies the combination of procedures
within serigraphy. 1t is also evident in the cross-
pollenization of techniques.

Joyce Wellman. jungle journey. Color viscosity etching. 51 x41 cm,
1984.

Color Viscosity Etching

A mixture of intaglio, relief, and the operations of
chance, this technigue appeals to those artisis who
would emphasize uniqueness in their graphics. The tech-
nique is credited to Krishna Reddy while at Stanley
Hayter's workshop. A zinc plate is etched or engraved to
roughly two different fevels, and its relief surface is either
textured or left plain. Then three inks of differing
tackiness—three viscosities—are applied: the thickest to
the deeper recesses, the thinnest to the upper level of the
intaglio, and the ink of middle viscosity to the highest,
the relief surface of the plate, These inks are usually of
three different colors and, since their viscosities differ,
they interact somewhat unpredictably. Since the inks are
applied by hand, there is another element of chance
present—another reason why no two prints come off the
same plate alike. The print is pulled from a single pass
through the press.
{

It is easy to see Hayter’s influence in this technique, for it
is suited to producing work of abstract form and color. It
also challenges the boundaries of printmaking: in this age
where commercial printing presses can turn out ten
miflion identical copies, the artist is asking whether it is
appropriate to ape that kind of duplication. As a conse-
quence, printmaking—or, rather, a vanguard of print-
makers—is withdrawing from graphics’ traditional role of
supplying expressive art for many, and is valuing
unigueness the way painters and sculptors have.

We suspect that when this peried of consolidation is over
there will indeed be an invigorated interest in unigue-
ness, but there will continue to be multiple copies of
predictable similarity and with a delicacy of expression
that commercial printing cannot achieve: for that is the
essence of printmaking, that strength which has given
graphics the ability to endure and adapt for as long as it
has.
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During these early years, there were only four Black
artists who participated in the workshop program: Larry
Potter, Ronald Josephs, Thomas Laidman, and Stella
Wright, all of whom were among the throng of dedicated
supporters. These four worked with many others who had
a strong formative influence on the workshop: Gerson
Leiber, Clare Romano, Romas Viesulus, Antonio Fras-
coni, and John Van Wicht. “John was an elder mentor to
all of us, spiritually and artistically” said Blackburn.

The years since 1949 have become documented history—
a documented history of contemporary American
graphics. Over three thousand fine prints, by more than
five hundred artists, are contained in the PMW collec-
tion, serving, in part, to document changes in techniques
and concepts in printmaking.

Since receiving its first funding grant in 1970, the PMW'’s
programs have received the support of such sponsors as
the American Broadcasting Company, the Chase Man-
hattan Bank, the Chemical Bank, the Jerome Foundation,
the National Endowment for the Arts, the New York
Board of Education, the New York Department of Cul-
tural Affairs, and the New York State Council on the Arts.
Emma Amos, Benny Andrews, Betty Blayton, Vivian E.
Browne, Eldzier Cortor, John Gerasimchik, Sergio
Gonzalez-Tornero, Mohammad Khalil, Arlene Leder-
man, Norman Lewis, Shreedevi Munshi, Shiguri Nara-
kawa, Mike Nagano, A. J. Smith, and Carlos Suenos are

among the many celebrated artists who have contributed
their works to the PMW’s collection.

In its expanded role, the PMW maintains an artists’ work-
shop serving numerous young artists “as the locus of their
individual maturation to full, realized artistic expression”
and serving established artists “as a center of support,
exchange, and as a professional base.” The Workshop’s
ongoing efforts include a comprehensive community-
outreach program that serves a variety of constituencies
(including the very young, the neglected, and the aged),
continuous classes in etching, engraving, lithography,
woodcut, and photo-mechanical processes, lectures and
demonstrations, and major exhibitions.

Remembered as one of the PMW's most prestigious exhi-
bitions is “Prints from New York: Contemporary Images
from the Printmaking Workshop”, which was held at the
Museum of the City of New York between 15 September
1981 and 1 January 1982. Commenting on that exhibi-
tion, Steven Miller, the curator of paintings, prints, and
photography for the Museum, accurately summarized the
importance of the PMW. “As an umbrella to a great
variety of people and ideas, the Workshop is reflective of
New York City. In a field of considerable innovation and
activity, the Workshop serves as a funnel, repository, and
catalyst, passing on the know-how of one generation to
the next.”

—Maudra Jones

Maudra Jones is Program Codordinator for the Museum of African American Art in Los Angeles, California.
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