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CHAPTER I

I.

INTRODUCTION

Since the historical development of intaglio is not clear,
and since it has received renewed interest in the past few years,
a consolidation of pertinent information seems appropriate.

This

paper presents a survey of the development of intaglio processes
and expression, with emphasis on contemporary activity. As the
visual aspect is most important in understanding two-dimensional
development of any kind, illustrations are included.

CHAPTER II
I. WHAT IS A FINE PRINT?
A fine print is a multiple-original work of art on paper which
comes into direct contact with a plate, or other media, that was
worked upon by the artist— and which was personally controlled, in
many instances, throughout the entire printing of the edition.

Repro

ductions of other works of art, no matter how esthetically pleasing,
should not be confused with fine prints.
A fine print, then, is an original work of art, as opposed to a
reproduction on metal of a painting or drawing.

The metal plate is, in

itself, the original work of art, the plate assuming the position of
the canvas in a painting.

While a painting exists in only one original,

a fine print may exist in a dozen or a hundred examples, each one being
as fine and original as the first.

Printing is a multiple art form,

blessing both the artist and the fortunate public.

CHAPTER III
INTAGLIO PROCESSES AND EXAMPLES
By simple definition, intaglio is an image engraved below the
surface of the material.

The image on a copper or zinc plate from

which a print will be taken is incised with hand tools (burins) or
etched by acids.

The image is filled with ink, and the surface of the

plate is wiped clean.

Paper, which has been dampened to soften the

fibres, is placed on top of the plate and both are run through a wringertype press which forces the paper into the channels or grooves to pick
up the ink.

In a sense, the paper molds itself to the many irregulari

ties cut or etched within the plate.

Intaglio, therefore, is a term

that describes the printing process by which incised metal plates are
printed.
In contemporary print-language as used by critics and by museum
exhibit directors, "intaglio" has come to mean mixed-media, or a
combination of any of the processes used in printing an incised metal
plate.

Such "pure" processes as etching, aquatint, engraving, etc.,

used separately or in combination of perhaps one other process, are
listed in the catalogs as such; if several processes are employed on one
plate (all of an incised nature, of course) the resultant print is
described as an intaglio.

I.

LINE ENGRAVING

Sixteen-gauge copper is usually recommended for engraving.

The

plate is polished free of all scratches with fine pumice or whiting,
and the edges and corners filed smooth and round so that the paper will
not be cut when printed.
processes.

This preparation is necessary in all intaglio

The image or design is cut into the metal with a sharpened

burin held in the hand at an angle suitable to the artist.

The line

can swell, go deeper, become a mere wisp of a movement, or a veritable
ravine, depending solely upon the idea of the artist and his sensitivity
to his materials.

The lines may be altered by scraping and burnishing.

Engraving is one of the oldest techniques used by man to create
an image.

Beginning with the cave man, and proceeding through the

Egyptian, Greek, and Eastern civilizations down to the Renaissance, man
has cut, chiseled, scraped, and engraved images into every conceivable
material. Yet metal engraving, a development of the goldsmith's art, did
not develop until the early part of the fifteenth century, and then for
the decoration of metal.

The idea of using the engraved metal for print

ing purposes came a little later.
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Line engraving was developed to the fullest expression by Dürer,
(Figs, 8 and 9) Throughout the centuries it was frequently used in
combination with other processes to emphasize line quality.

As it is an

exacting, difficult process, it lost favor idien aquatint, etching, mezzo
tint, etc., became popular.

Joseph Hecht, in the early part of the

^See Chapter IV, section on history, for identification of artists
mentioned throu^out this chapter.

twentieth century, was one of the first to revive pure line engraving
as a medium of expression. (Fig. 33)

His example was followed by

Stanley William Hayter.
Engraving is rarely employed alone in contemporary printmaking,
but is used extensively to reinforce other processes lacking the surety
and strength of line.

Apart from a few brilliant exponents, it is,

virtually speaking, a neglected medium.

Its nature may be summed up in

Blake's words; "Ittakes so much time and is so intractable, though
capable of so much beauty,"
II. ETCHING
Etching is achieved by biting lines and textures into metal with
a variety of acids called mordants (a corroding substance).
action is a precipitated corrosion.

The biting

The basic principle of etching is

very simple, but the possible variations within the technique are so great
that etching can be as conç>lex as an artist wishes to make it.

This is

one valid reason for the soaring popularity of etching today.
Sixteen or eighteen gauge copper or zinc is first prepared by
filing and beveling the edges, as described in “Engraving,"

The plate is

then thoroughly cleaned with whiting or detergent to remove all grease
which, if present, would prevent the acid-resisting ground from adhering
properly.

After drying, the plate is handled by the edges to eliminate

any fingerprints, and the ground is applied.
The "ground" is an acid-resisting coating which protects the plate
in areas not desired to be bitten.

Practically all grounds contain bees

wax, asphaltum, and varnish or resin, dissolved in a solvent.

Large

studios make their own grounds, as well as printing inks, but commercial
ly prepared liquid ground, stop-out varnish, and inks are satisfactory for
the average printmaker.
Liquid hard ground (which dries to a hard finish) is applied with
a medium soft brush. Drying may be speeded up by placing the plate over
a warm hot-plate for a minute or two.

Hard ground in solid form is pre

pared from the same ingredients as liquid ground, minus the solvent.
wax and asphaltum are melted together and formed into a ball.

The

To apply

the ground, the plate is heated and the ball is rubbed across the plate.
The melted ground on the plate is then rolled with a roller until the
surface is smooth.

This process is more difficult to handle than that of

applying liquid ground.
Soft ground is made by melting together hard ground and a grease
such as Vaseline, tallow, or axle grease.

It is formed into a ball and

applied in the same manner as solid hard ground, except that a special
roller is used.

Rollers must never be interchanged between soft and hard

grounds, as the consistency of the grounds would become changed* The
grease prevents the ground from becoming hard.

Soft ground is used for

special texture effects which are described in the section on •Soft-ground
Etching.*
The next step is the drawing.

It is more spontaneous if done

directly on the copper than if traced from a drawing.

The appeal of etch

ing is through the suggestive conventions of the bitten line. This has a
specific beauty and significance which differs from that of a graven line,
a pen line, or any other line.

The great, spontaneous etchings of Rembrandt

and Whistler, as well as those of contemporary printers such as Hayter and

Lasansky, are developments of the initial spontaneous impulse upon the
copper.

The etchings which have come down to us as mere technical

labors, began as copies of paintings or drawings, with a traced begin
ning.
The drawing is made upon the grounded plate with an etcher’s
needle, or any other substitute such as a dulled, dentist’s tool,
darning needle, or phonograph.

The spontaneity of line comes from the

fact that only the ground, not the metal, need be pierced by the needle.
The acid bath does the rest.
The back and sides of the plate must also be protected from the
acid by an application of the hard ground or stop-out varnish.
varnish is prepared by dissolving resin in alcohol.

Stop-out

It is used for stop

ping the biting action of the mordant on certain areas of the plate, at
certain stages of the etching process, to maintain light tones.
The mordant is prepared in an acid-resistant tray of hard rubber,
enamel, stainless steel or pyrex.

The acid is always poured into the

water, never vice versa because of the dangerous chemical reaction,

Mich

caution is taken with the handling of the acids.
Several mordants are used by printmakers, but the two most common
ly used are the nitric and the Dutch mordant.

Nitric acid mordant may be

used on either zinc or copper plates, but never interchangeably in the
same bath,

A zinc plate immersed in a nitric bath which has been used for

etching copper, will not etch, but will become plated with a thin coat of
copper.

Nitric acid mordant etches fast, but has a tendency to etch hori

zontally as well as vertically.

It is difficult to etch fine, even lines

due to the undercutting of the bite. It has the effect of rugged, uneven
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lines in the print, and may be exploited when this effect is desired.

On

copper, it is best used in large areas rather than for fine, even lines.
Nitric acid creates a gas over the etching area.
the gas is hydrogen; on copper, nitric oxide.

On zinc plates,

The gas appears in the

form of tiny air bubbles which protect the metal from the acid.

These

bubbles must be continually broken with a feather or soft brush, or by
tilting the plate to expose it to air momentarily, to prevent the etch from
becoming too uneven.
An average nitric mordant may be mixed one part nitric acid to nine
parts water.

This may vary, however; a stronger solution will bite faster

but is harder to control, Dutch mordant is used for biting copper.

It

works slowly, without undercutting, and without making air bubbles.

It

will etch a fine, even line, Dutch mordant is a mixture of one part hydro
chloric acid to nine parts water saturated with potassium chlorate.
gives off chlorine gas when being mixed, but not during the etch.
amount of nitric acid may be added to create bubbles.

It
A small

This is useful in

detecting the strength of the acid bath and in preventing foul biting. Foul
biting is accidental etching under poorly applied ground, or lifting of
ground.
Plates are lowered into the mordant with a heavy string held under
the plate, or by a variety of other methods, in order to avoid splashing.
They may be lifted out the same way.

The plate is washed under clear water

immediately after removing from the bath, carefully dried, and examined.
If the etch appears sufficient, a working proof is taken.
Acids are temperamental and unreliable.

Atmospheric and temperature

changes, as well as age, affect the acid's strength.

Acids tend to bite

faster on a hot humid day than on a cold day.

Therefore, visual and

tactile testing often works better than timing.

As a general rule, if

a line is deep enough to hold a needle firmly in the groove, it is deep
enough to print.

However, deeper grooves may be desired at times.

When small areas or fine details need to be etched, it is more
practical to apply acid by brush than to apply a ground and submerge the
entire plate.

The border of the area to be etched can be defined by

applying saliva with a brush; this will keep the acid from spreading.
This procedure is called "spit biting."
The ground is removed from the plate with a solvent,

A practical

method is to place the plate in a flat box filled with sawdust, pour on
a little solvent, and scrub with the sawdust until the plate and the
etched lines are thoroughly clean. Wipe with a soft cloth.

A final

bath with alcohol leaves the plate clean and free from grease and oil.
Then the plate is warmed and ink is rubbed vigorously into the
grooves with a soft dauberwiping.

The ink is then removed from the plate by

This wiping process is as important as any other step in etching.

It has to be done very carefully avoiding taking ink out of the grooves,
having the surface clean and showing no wiping marks.

Usually, tarlatan

made into a tight ball is used because it is stiff enough to stay out of
the grooves.

Often several pieces of tarlatan are used, varying in

cleanliness, to couplete the wiping.

Many printers finish by wiping with

the palms of their hands.
The plate is then printed in a wringer-type press.

Immediately

before printing, the plate should be warmed again to soften the ink. Then
it is placed on the bed of the press and covered with a piece of paper
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which has been dampened to soften the fibres and then blotted to remove
surface moisture.

On top of the paper are placed two or three felt pads

of sufficient thickness to produce extreme pressure in cooperation with
the press. Extreme pressure is required to force the paper into the
grooves and to pick up the ink.

This produces the working proof or the

"state" of the print.
A "state" is a proof of a plate before further changes are made.
Any change at all made on the plate, no matter how minor, after the trial
2

proof is taken, constitutes another "state,"

It happens on occasion that

the first state is considered complete or realized, as in a finished line
drawing or etching, and no further changes are made.

The entire edition

is then printed.
However, plates are usually worked on and changed a great deal,
and a number of states are pulled to enable the artist to observe his pro
gress. Each subsequent state indicates further steps in procedure until
the plate is a success or has been taken to its furthest limits. Thus the
etcher, like the painter, creates as he proceeds and the end is not neces
sarily visualized until achieved.
results in a very fine print.

A plate which starts very poorly often

As Roger Lacouriere, master printer, says.

2
Rembrandt made eight prints of the first state of the "Hundred
Guilder Print." He then added a few lines, and thus occasioned the
distinction, now, of great importance, of a first and subsequent state of a
plate. In modern times the trial states are usually destroyed. The
earlier states of prints by the early masters are, when discovered, of
great value to collectors. To artists and historians they are indicative
of the working habits of these artists. William Cox, The Etching Hobby
(New York: William Farquhar Payson, 1932), pp. 5A-55.
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"There is always hope— so long as you have not reached the back of the
plate
Figure 1 illustrates the first state of an etching by the author.
In this state it is a line drawing.
III.

SOFT GROUND ETCHING

Soft ground etching came into use in the second half of the
sixteenth century.

It was invented as a reproductive process for obtain

ing a pencil texture and so was perfectly adapted for the imitation of
drawings.
Li a soft ground etching, an acid-resisting ground which will not
harden completely is used.

The softness of the ground permits many

textural effects by the means of pressing textures into the ground. Hayter
began waUng use of textures in his Atelier 17 in Paris in the late
*twenties, (see Chapter IF, Part V), and others have made extensive use
of textural effects ever since.

It has been es^loited to the fullest by

contenporary printmakers who are interested in the sensitivity of soft
ground which will register anything from the texture of a thumb-print to
the course textures of netting, laces, burlap, etc.

In combination with

line etching, the soft ground process is usually used for tonal and textured effects.

(Figs. 3A and 38).

In the second state of the author's etching (Fig. 2), textures have
been added to the line drawing by placing pieces of tarlatan, netting, and

^John Buekland-Wri^t, Kt.f.h-ing and Eneravinp (New York:
Publications Die., 1953), p. 90.

Studio
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19, AQUATINT
Aquatint is a porous ground consisting of resin powder dusted on
the plate and fused with heat.

The resin is pulverized into fine

particles and dusted over the surface of the plate.

The plate is heated

very carefully over a hot-plate until the particles of resin are barely
melted, remaining in separate tiny particles.

If over-melted, the resin

will fuse together and create a solid ground instead of an aquatint.
Aquatint is used to etch tonal areas on the plate.

They are controlled

by the texture of the resin and the time allowed for etching.

The areas

of the design to be left clean, or without tonal value, are covered with
stop-out varnish.

The acid bites tiny crevices into the metal through

the pores of the ground or on the tiny spaces of metal not covered by the
melted resin dust.

Stop-out varnish may be applied to areas of the aqua

tint at different stages of the etching to create tonal values from a
light gray to a deep black.

Also, tonal values may be obtained by aqua-

tinting over aquatints of previous bitings.

The crevices in the plate hold

the ink and print as a tone. Density, width, and depth of these crevices
determine the tones and textures.
From the eighteenth century on, aquatint became the favorite method
of reproduction for Illustrations and prints of every description.

It was

easier and quicker than mezzotint or stipple which are described later in
this chapter.

As an original and creative technique it was, to all Intents

and purposes, neglected by artists until recent times.
exception was Goya,

(See Chapter 17, Part III)

The one great

(Fig, 22 and 23)

Aquatint
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today is used more often as an adjunct to composite prints of multiple
techniques.
State seven of the author's etching (Fig, 3) is an example of
aquatint to give tonal value to line etching and soft ground textures.
Several states were necessary before the darks in state seven were possi
ble. State seven shows also the use of lift-ground, or sugar aquatint
(see Part V,

Sugar Aquatint,'* in this chapter) in the upper right corner

and a few other places.

The light portions of the design have been

burnished to smooth down the metal and lighten the print in those areas.
State seven represents the completed print,
V, SUGAR AQUATINT (lift-ground)
Sugar aquatint is aquatint in reverse.

In normal aquatint, the

whites are varnished out from the grounded plate with a brush. Various
methods have been tried to discover a means of etching in a positive way
the lines that were drawn or painted onto the copper.

For this a "lift"

substance was required ; something which when immersed in water, would
lift the thin coat of ground off the drawing and allow the acid to attack
the design while the rest of the plate remained protected.

It was dis

covered that sugar mixed with ink dries more slowly than hard ground, and
when the plate is immersed, the sugar lift absorbs water, swells, and
bursts off the ground above the design.

The main value of lift ground is

that it enables the artist to fix an image conceived in free calligraphic
character.

It is extremely useful in brushwork.

In certain areas of the author's intaglio print, state seven, (Fig, 3)
sugar aquatint has been used to obtain deeper values.

m

"C om position" (aQ uatm t )
/V\ a r g u e r i t e M a n (x
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Sugar aquatint is thought to have been invented about the same
time as aquatint.

Professional etchers used it in the nineteenth century

for fashion drawings before lithography came into general use.

The

Atelier 17, Hayter‘S studio in Paris (see Twentieth Century: First Forty
Years) experimented with various types of lifts before World War II, but
it was only on the publication of Picasso's plates for Buffon's book of
Natural History that the process was generally brought to the attention
of artists. Roger Lacouriere, Picasso*s master-printer, showed it to him.
Lacouriere had learned it from his father who was one of a family of pro
fessional etchers responsible for many of the fashion plates referred to
above.
VI. RELIEF ETCHING
When large areas of the plate are etched out, leaving the design
standing hi^, to be surface printed, it is called relief etching.

Best

examples of the early surface prints from intaglio work on metal are the
relief etchings of William Blake in the nineteenth century.

(Fig.

2U)

His "Famine" or "Jerusalem" are essentially normal etchings in reverse,
f

that is, the whites are drawn and etched on the plates instead of the
blacks.

Artists at Hayter *s Atelier 17 in ftiris experimented with this

method. Modern printers have developed this by printing the etching in
the normal way, with a color rolled onto the surface, giving a raised
print (etching) with a colored background in one printing process.
Blake also invented deep-etched plates for printing in relief.
These were in two types, broadly designed plates where a great deal of
black background is left, and more delicate ones as “Songs of Innocence*
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(Fig, 2$) where the design is in black line and the background etched
entirely away. Both are combined with his written text deep-etched onto
the plate,

Blake's method of reproducing his text, which he said was

revealed to him in a dream, was never described to another person.

How

ever, in 194-7, at the Atelier 17 in Paris, (see Chapter IV, Part VI,
Contemporary) Stanley William Hayter , Ruthven Todd, and Joan Mire/ studied
Blake's prints and made successful experiments resulting in a process as
good as Blake's for reproducing texts in intaglio.
There is another use for deep etching as invented by Blake which
has only recently been put to use, Sam Kaner went to Paris from the United
States to study with Roger Lacouriere, While under his instruction, Kaner
perfected a method of combined intaglio and relief printing which offers
great possibilities to contemporary etchers.
colors,

It requires at least two

A design is drawn on a plate with varnish or grease pencil and

the plate deep etched.

Aquatint or other textures are added to the deep

etched portions to hold color.

The surface is engraved or line-etched.

The deep-etched portions, the intaglio, are inked with a color and then
wiped clean.

The clean plate is then rolled up with another color with a

soft roller which will penetrate the large deep areas.

The surface is

again wiped clean, and rolled up with a third color, using a hard roller
which remains on the surface.

Thus, it is possible to obtain a three-color

print in one printing process,

Kaner has produced some excellent results

by this method.

The technique has an advantage over other forms of color

printing in that the color retains its intaglio quality and third-dimension
effect.

19

Another method of getting the effect of deep-etched plates is to
build up the surface of a plate instead of etching it down.

This method

is sometimes called “metal graphics,“ and is created by soldering copper
wire in various forms on the metal plate.

Colored inks are applied to

the depths, and the surface is rolled up in the same manner as deep-etched
plates,
VII. DRYPOINT
The drypoint line is scratched into the bare metal with a sharp
needle.

As the point is drawn in the metal, it raises a furrow much the

same as does the farmer in tilling the soil. The furrow or “burr" is the
distinguishing characteristic of the medium. This ridge of metal catches
and holds the ink in the wiping of the plate for printing, and it is this
factor that makes the lines in a drypoint seem soft and warm.

Ink, of

course, is also retained in the groove as well as the burr.
Drypoint, while seemingly a simple matter of scratching the surface
of the copper, presents the difficult problem of controlling the cut to
produce a sufficient amount of burr to retain the ink.

As a consequence,

the technique has mainly been used throughout the centuries as a supple
ment to etchings.
Durer tried a few drypolnts, and Rembrandt produced great prints in
this medium. Whistler of the nineteenth century used drypoint outstandingly.
(Figs. 10, 19, and 29)

But there have been few drypoints in existence

until modern times, probably because until it was possible to steelface a
copper plate, which helps to prevent the burr from wearing away or being
broken off in the press, it was impossible to obtain more than a half
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dozen prints.
used.

In recent times, however, it has been quite extensively

Twentieth century German Expressionists and artists of the School

of Paris made many drypoints.

An example is Picasso’s ’•Salome'* (Fig. 30).

"Still life", (Fig, i) is an example of drypoint made by the author.
VIII.

SEIDOM-DSED TECHNIQUES

Criblé

Criblé is a dotted technique made with steel punches, and the
original idea was to punch away the metal leaving the design, thus creating
a surface print.

Criblé is obsolete in this form.

As the dots are driven

into the metal, a burr is formed, and if the burr is left on and not removed
with the scraper or burnisher, the print will resemble drypoint.

In this

way, criblé is used in contemporary printmaking, in mixed techniques, to
create texture.
Pbzzotint
The basic idea of making a mezzotint is to rough up the surface of
the metal with rockers until the surface is composed of thousands of burrs,
similar to drypoint.

The burrs are then scraped and burnished in areas to

be left white, and may be roughed up again with roulettes.

The burrs

catch and hold the ink.
Mezzotint was invented in the seventeenth century in Germany, and
flourished throughout ihe eighteenth and nineteenth centuries, mostly for
the cheap reproduction of paintings and portraits.
has almost always remained, a reproductive process.
to the copyist’s prayers

It was invented as, and
Here was the answer

something that would translate the countless

tones of painting, with brilliant highlights, velvety darks and soft, juicy

/

still Life" fclrqpoint)
M a rg u e rite M a n ix
Figu re 4
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modelling.

No original work of any value has ever been carried out in

mezzotint.
Stipple Engraving
Stipple engraving is done with a stippling burin.

The method is

to cut into the metal in a slow development of tiny dots, achieving
effects comparable to half-tone reproductions.

This process was invented

by the French in the eighteenth century and used in England through the
nineteenth century for the purpose of reproducing paintings,
n.

COMBINED PROCESSES

The tonal processes of aquatint and soft ground etching are often
improved by the decisive element offered by drypoint, etching, or line
engraving to make them truly expressive.

It is natural, therefore, for

the artist who uses, but is not hampered by, traditional technique to
employ any and every means at his disposal to achieve his end.
The practice bf contemporary composite techniques was first initiat
ed by Hayter in his Atelier 17 in Paris, and continued and disseminated by
him in the United States.

Starting with the combination of burin and soft

ground, further experiments led to the combination of almost all the intag
lio methods and relief printing.

Such combining of methods and techniques

is often referred to as a "mixed method."

(Figs,3A and 38).

All the other forms of printing processes are often used today in
combination with intaglio, usually as a means of incorporating color into
the print. Woodcuts, llnocuts, cardboard reliefs, silk screen, paper
stencils, and lithography are some of the methods that combine very well
with intaglio, each giving a different characteristic effect.
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New materials such as plastics are also used in experimental
processes of today.

Lucite and celluloid may be engraved or scratched

like drypoint, or built up by using the liquid plastic in a varnish
form, to create relief printing.

CHAPTER IV
THE HISTORICAL DEVELOPMENT OF INTAGLIO
I. THROUGH THE SIXTEENTH CENTÜRY
During the fifteenth century an event of cultural importance
occurred?

the discovery of prints, a cheap multiplication of originals.

Both woodcuts and copper engravings were first printed and sold.
Two stories lead to the birth of intaglio prints.

In Germany,

an armorer had filled the background of a design on which he was work
ing with lamp black, that he might more easily see his pattern. Rising
hastily from his bench, he laid the blackened armor by chance on a piece
of paper.

You can imagine his astonishment on his return at finding a

perfect picture on the paper.

And in Italy, an artist was busy fashion

ing the top of an enamel box. While working on the design, before the
colors were put in place, this dainty piece of metal was also filled with
black. The little box top was accidentally laid, upside down, on a piece
of paper and the first print of its kind was perhaps made in that part of
the world.^
Interesting as these stories may be, the only thing that really
matters is that somebody, somewhere, somehow, invented intaglio printing.

^William D. Cox, The Etching Hobby (New York: William Farquhar
Payson, 1932), p. 11.
24
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One of the first important engravers recorded in history was
Martin Schongauer, who worked in the Gothic tradition.
least 115 engravings which are still in existence,

He signed at

(Figs, 5 and 6)

Born in L145 in Germany, he was famous in his day as a painter as well
as a goldsmith. His influence in promoting interest in printmaking in
the early years was tremendous,

Albrecht Durer went to his studio as a

student, Intending to study with Schongauer, but the master had already
died.
Albrecht Durer began in the Gothic tradition and died a painter
and engraver of the Renaissance,
son of a goldsmith.

He was born in Nuremberg in 1471, the

By the last decade of the century,

he had seen and

copied Italian prints, particularly those of Mantegna, a great North
Italian artist.

From this time on, a new note came into his work, a

preoccupation with tactile form instead of the calligraphic line character
istic of tne Gothic north,

(Figs, 7, 8, and 9), Dürer remains the

greatest artist of intaglio processes before Rembrandt in the seventeenth
century. His contribution lies in the expression of esthetic values on
the metal plate, the use of engraving as an art form, and his widespread
influence on engravers as well as all other artists throughout Europe for
centuries.
The art of engraving sprang up in Italy in the middle of the fif
teenth century quite independently of Germany,

Its development in Florence

was, as in the northern countries, associated with the goldsmith trade.
The greatest artist of the early North Italian School was Andrea
Mantegna, born near Padua about 1430,

Only seven engravings are attri

buted to him, but he ranks as one of the greatest artists in the history
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FIGURE 5
"FLIGHT INTO EGYPT" (Engraving)
MARTIN SCHONGAUER
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FIGURE 6
"MADONNA IN THE COURTYARD" (Engraving)
MARTIN SCHONGAUER
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FIGURE 7
"ST. JEROME IN HIS CELL" (Engraving)
ALBRECHT d DrER

29

M Ê m

UNIVERSITY PRINTS. BOSTON

FIGURE 8
"MELANCHOLY" Engraving)
ALEskECHT DURER
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FIGURE 9
"THE PRODIGAL SON" (Engraving)
ALBRECHT DURER
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FIGURE 10
"THE HOLY FAMIir» ,(Drypoint)
ALBRECHT DmER
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of prints.

(Figs. 11 and 12).

Dnrer made copies of his engravings as

studies.
Antonio del Pollaiuolo, born in Florence about L432, became
famous for the only engraving directly attributed to him, "Battle of
the Naked Men."

(Fig. 13)

Pollaiuolo carried the study of the nude

form and action of muscles further than any artist before him.

His engrav

ing was studied by followers in many countries.
The man who was destined to make engraving into a professional
system was Marcantonio Raimondi, born about 1480. Raphael, one of the
greatest artists of the High Renaissance in Italy, formed a partnership
with Raimondi in the production of prints.

This had a great and lasting

influence on art, and established a practice of reproductive engraving
which was exceedingly popular until the perfection of photographic repro
ductions.

It was in the form of reproductive engraving that a large

portion of art was made accessible to other artists who used them as work
ing models in their studios. Marcantonio Raimondi and Raphael collaborated
in establishing a system of technique, combining the German linear scheme
with the Italian feeling for volumes.

An example of these two artists'

collaboration is the “Massacre of the Innocents."

(Fig. 14)

Within a generation from the discovery of engraving, it reached an
amazing height in the plates of masters like Mantegna, Schongauer, and
Dürer.

After about a century of greatness it started to decline with the

same suddenness as it rose.

The main reason for this was the rapid commer

cialization of the medium as a reproductive devise.

Raphael used Raimondi

in order to capitalize on his fabulous success, and the reproductions were
in great demand.

That was the beginning of a process which degraded
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FIGURE 11
‘MADONNA AND CHIID'* (Engraving)
ANDREA MANTEGNA
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FIGURE 12
"BATTLE OF THE SEAGODS" (Engraving)
ANDREA MANTEGNA
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FIGURE 13
"BATTLE OF THE NUDES" (Engraving)
ANTONIO DEL POLLAIUOLO
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FIGURE lit
'•MASSACRE OF THE INNOCENTS, AFTER RAPHAEL" (Engraving)
MARCANTONIO RAIMONDI
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engraving to a mere reproducing technique.

And it would seem that the

Rapbael-Raimondi combination in some way was to blame.
In the sixteenth century a new technique was developed for engrav
ing on metal.

It was called etching, and was probably derived from the

armorer's craft.

Our English word "etching" comes down from the Dutch

"etzen," meaning "to eat."

Hence to produce an etching it is necessary
2
to make use of an eating away or "biting" process.
The early etchings were made of iron with red lead as a ground,

and the lines were all of one uniform thickness in the biting.

All the

very early users of the etching method, with the exception of DÜrer, had
little understanding of its true artistic significance.

They failed to

realize its special possibilities as a medium for pictorial expression.
In Germany, Italy, and the Low Countries, they drew and bit with acid
the precise lines which they might just as well have engraved with the
burin, except etching was easier.

The true, specific virtues of the

etched line, its freedom, spontaneity, vitality, and imaginative sugges3
tiveness, they never perceived.
Even Dürer's etchings show the same precision of line with which
he executed engravings and woodcuts.

The half dozen etchings he made on

iron between 1515 and 1518 are, of course, the first classics in this
medium.

"The Cannon" is prized not only because it is one of the earliest

exanç)les of etching, but because it is one of the earliest examples of the

^Ibid.. p. 12,
^Malcolm C. Salaman, The Great Painter-Etchers From Rembrandt to
Whistler (London, The Studio Ltd., 1914) pp. 2-3.
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growing interest in landscape.

(Fig. 15) But severe purity of line was

Durer's ideal, not the swift, spontaneous drawing or sketching that is
evident in the bitten line of the true etcher.^
II. SEVENTEENTH CENTURY
The most illustrious exponents of etching belong to the first half
of the seventeenth century.

Until the latter half of the nineteenth

century, few if any artists equalled the creative achievement in intaglio
of the masters of the early seventeenth century.
A great personality in print history was the Dutchman, Hercules
Seghers, born about 1585.

The outstanding mark of his work is its emotion

al quality and its intensive identification with nature.
the first Dutch artists to take up etching.

He was one of

In Seghers' plates, admired

by Rembrandt, etching begins to have a significance of its own. He was
the first to experiment with a color print from a copper plate, using a
colored ink on a hand-tinted paper.^
Rembrandt van Rijn, born in 1606 in Holland, is considered the
greatest etcher who ever lived.
are not especially distinguished.

His first etchings are dated 1628, and
He was building up an independent art

form: he raised etching to a major art.

It was he who gave to etching

the significance and direction it was subsequently to take.

He explored

the medium and showed the way to many great etchers even to the present
day.

^Ibid.. pp. 3-4.
^Ibid.. pp. 8-9.
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15

"THE CANNON" (Etching)
ALBRECHT DURER
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As we look over Rembrandt's prints, starting with the first little
sketch of his mother, done when he was barely twenty-two, and trace in
chronological sequence the progress of his artistic expression, we find
him "self-schooled, self-scanned, self-honored, self secure."

There was

the first period, about a decade, when the bitten line alone was his
medium; then the next ten years, from 1640-1650, when he was availing him
self of the djypoint's enriching burr for luminous tone-suggestions; and
finally, the period from about 1651 to the end of his etching in 1661,
when the intensity of his conceptions seemed to call for the readier and
more incisive utterance of the point on the naked copper.

The resultant

burr helped him toward suggestions of mystical light and shadowy mystery,
6
to the artistic illusion of infinityRembrandt's first period was concerned with human character and
Biblical stories.

Superb examples of his mastery of line are his self-

portraits and the "Death of the Virgin."
The middle period of Rembrandt's intaglio is perhaps the most
interesting of all, for it produced not only some of his greatest por
traits and Biblical subjects, but practically all his landscapes.

There

is in these landscapes a magic that distinguishes them from all other
landscape-etching in the world, and makes them the ideal and inspiration
for all later etchers of landscape,

(Fig. 16)

Perhaps Rembrandt's finest portraits are of himself in his middle
period,

(Fig. 17) "Christ Healing the Sick," the most famous of all his

etching, commonly known as the "Hundred Guilder ft*int" because Rembrandt

'Ibid., p, 10,
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FIGURE 16
"THREE TREES" (Etching)
REMBRANDT VAN RIJN
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FIGURE 17
"PORTRAIT OF REMBRANDT" ^Etching)
REMBRANDT VAN RIJN
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sold an ingression of it for that then-unheard-of price,
middle period.

belongs to his

It is a wonderful pictorial achievement realizing the

eternal pity of human suffering and the solace of faith.

(Fig. 18)

In the final decade of his etching the master did some of his
greatest plates in drypoint,

A good example is the portrait of "Clement

de Jon^e," a famous print seller.

(Fig, 19) This final period was

especially rich in scriptural subjects expressed in terms of great art.
Some of these are etched in the open linear manner, such as "The Raising
of Lazarus" and “Abraham's Sacrifice."
etching was "The Woman With the Arrow."

^Ibid.. pp. 11-16.

(Figs. 20 and 21)
7

His very last
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FIGURE 18
"CHRIST HEALING THE SICK" (Etching)
REMBRANDT VAN RIJN
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FIGURE 19
"CIZMEM' DE JONGHE“ (Etching)
REMBRANDT VAN RIJN
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FIGIBE 20
"RAISING OF LAZARUS"(Etching)
REMBRANDT VAN R U N
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FIGURE 21
"AERAHAM'S sacrifice (Etching)
REMBRANDT VAN R UN
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III. EIGHTEENTH CENTURY
France was the artistic center of Europe in the eighteenth century,
Paris in particular.

How the wealthy class looked and acted amid luxuri

ous surroundings can be found in the prints produced in France,

There is

the same factual, literal representation of a contemporary scene that is
to be found in most of the Dutch seventeenth century prints.
the same, to give the customers what they wanted.

The aim was

There is a spiritual

poverty about both, a lack of creative conviction or passion on the part
of the artists that prevents the work from being classed with the world's
greatest art— with the exception of Rembrandt.

It was a faithful, imper

sonal, and businesslike reflection of the age,^
In the eighteenth century, several discoveries in printmaking tech
nique were made which resulted in a widening of the range of its expression.
Chief of these was the invention of aquatint by Jean Baptiste Le Prince
about 1768,

Another new process was the stipple engraving which became

popular in England,

The mezzotint process, based upom gradations of tone,

was particularly suited to reproduce paintings. Since the English were
interested chiefly in portrait painting, the great bulk of mezzotints of
the eighteenth century are portraits.

Mezzotint was practiced chiefly in

England, and labeled as "the English manner"* throughout Europe,
Francisco Goya, a Spanish artist born in 1746, won fame as a master
of the copper plate with cynical and grimly dramatic pictorial satires.
Entirely unlike any other etcher in the quality, character, and scope of

^Carl Zigrosser, The Book of Fine Prints (New York: Crown Publish
ers, 1948), p, 103,
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his conceptions, and the manner of his expression, Goya enchains atten
tion by the mysterious force of his surprising and often appalling
imagination, and the sheer strength of his art, lAlch makes no compromise
2
with the conventional graces.
Goya is the dynamic precursor of Romanticism, that contagious,
emotional revolt against the kind of "authority" that the neo-classicist
David wielded in France,

Goya influenced many artists and helped to

shape Realist, Impressionist, emd Expressionist viewpoints.

But not until
3
he was fifty did Goya use the graphic media, particularly aquatint.
It was when he was court painter at Madrid between 1793 and 1797
that he etched the haunting series of eighty plates known as "The Caprices"
which seem to aim at a universality of social satire.

Their technique is

remarkable, being a broad and simple but very telling use of line-contrasts
of light and shade,

(Figs, 22 and 23)

In one of the "Caprices" he has

used pure aquatint with no accent of line, in broad, flat tones,

Goya's

style, though inspired by Rembrandt and Tiepolo, is completely his own,
probably because Spain had practically no graphic tradition.
If Goya had done only "Disasters of War," a spontaneous burst of
rage at Bonaparte's campaign against Charles IV, this would have assured
him of immortality.

He transformed terrifying nightmares into works of

art that are permanent and imperishable, that transcend his time.

^alaman, o£, cit.. p, 28,
3paul J. Sachs, Modem Prints and Drawings (New York: Alfred A,
Knopf, 1954), p, 6,
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FIGURE 22
"HUNTING FOR TEETH" (Etching and Aquatint)
FRANCISCO GOÏA

S I

FIGURE 23
^THE DEAD BRANCH" (Etching and Aquatint)
FRANCISCO GOYA
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Throughout the seventeenth and eighteenth centuries there were
a few cases where a genius appeared from nowhere and created something
really great, in the midst of all the mediocrity.

But we note that

these exceptional graphic works were very little appreciated in their
own time,

Rembrandt, of course, is the giant of etching, and although

his prints were not exactly unsuccessful, many signs indicate that they
were considered as an unimportant sideline in comparison with his
paintings.

Many books relate the tale of his wife trying to peddle his

etchings for groceries.

And it is supposed that several of Goya's

plates, except for the trial proofs, never were printed during his life
time.

53

IV.

NINETEENTH CENTURY

Throughout the history of printmaking, the term "painter-etcher"
constantly reminds us that original prints (as opposed to those made by
professional etchers and engravers, which were more often "after" the
paintings of other artists for commercial reproduction) were made by
artists vrtio were primarily painters, and used printmaking as a secondary
means of expression.

The intaglio process, then, as a separate and inde

pendent art does not appear until well into the twentieth century, when
printmakers are making prints as their primary means of artistic expres
sion.
With very few exceptions, the original print of the nineteenth
century was the work of a man who, if not chiefly a painter, had at least
been trained in the painters' studios, and who found it impossible to
change either his point of view or his tricks of hand when he laid down
the brush and picked up the needle.^
The print, at the beginning of the nineteenth century, became
extremely popular to the middle class who valued them for purposes of
amusement, ornamentation, or instruction.

They were required to be fac

tual, accurate, pleasamt, and, in subject matter, well within the range
of e^qjerience of the middle class.

Subject matter usually followed genre,

landscape, sporting themes, natural history» travel, or illustration.

^William M. Ivins, Jr., Prints and Books; Informal Papers
(Cambridge: Harvard University Press, 1927), p. 219.
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The name of William Blake, born in 1757 in England, carries with
it the magic of an effable secret:

he was a man apart, a mystic whose

values were created not of this world but of an inner and transcendent
light.

He would have been the same had he been bom at any time and

place.

Blake had two great vehicles of expression, poetry and art, and

they went hand in hand.
The productions of Blake's genius were not understood and he was
driven to find a cheap way of setting down in permanent form the thoughts
and images that teemed in his consciousness.

To this end he perfected

the method of relief etching: writing and drawing in outline was done
upon the plate with an impervious liquid, and the plain parts then were
eaten away with acids below the drawing, so that the outlines were left
as a stereotype,

(Fig,24) This technique enabled him to print without

the expense of a letter-press.

In this manner he produced whole books

which, as illustrated books, are perfection, for he completely realized
his intention,

Blake's masterpiece is the "Book of Job," published in

twenty-one plates in 1826,

It is an epic of the imagination, outstand

ing in pictorial design and felicity of execution, and endowed with a
profundity of hidden meaning.

One of the series, "When the Morning

Stars Sang Together," is one of the finest treasures in the world of in
taglio,% (Fig, 25)
Blake had tremendous influence on the development of intaglio,
both in his imaginative, unique expression, and in his invention of techni
ques of relief etching which were studied
masters of intaglio.
^Zigrosser. op, cit., pp, 148-51.

and copied by twentieth century
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FIGURE 24
"THE PIPER" (Relief Etching)
WILLIAM BLAKE
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FIGURE 25
"WHEN THE MORNING STARS SANG TOGETHER" (Engraving)
WILLIAM BLAKE
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James McNeil Whistler was bom in America in 1834, but worked in
France and England, making England his headquarters.

He applied his

principle of focusing the pictorial interest, and then deliberately
building up to it with careful selection of essential detail, so that the
complete work of art should be determined from the first.

He etched four

hundred plates.
In London, Whistler etched the "Thames Set," which shows origin
ality of design, pictorial vitality and scientific certainty of technique.
"Black Lion Wharf" and "Billingsgate" (Figs. 26 and 27) are of the "Thames
Set." He made a series of etchings in Venice which weave a spell of
enchantment, leading one into a new world of pictorial vision, where every
thing is poetized.

(Fig. 28)

"Bequet" is an example of numerous portraits.

(Fig. 29)
Of great importance is Whistler's actual printing of his plates,
which he entrusted to no one. He used the best of paper, and the printing
itself was a thing of beauty, done with "tender, loving care." His print
ing was almost a fresh creation each time, an individual work of art with
the touch of the master upon it. No two prints from the same plate are
exactly alike, for in each the artist's temperament and imagination have
been at work.^
In France a group of artists were making art history.

They were

all great painters, and because they were distinguished artists, their
prints have an importance and significance greater than that of the larger
production of the professional printmakers.

%alaman, op. cit.. pp. 39-40.

These artists were the Post-
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FIGURE 26
'black lion wharf "(Etching)
JAMES MCNEIL WHISTLER
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FIGURE 27
"BILLINGSGATE" (Etching)
JAMES MCNEIL WHISTLER
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FIGURE 28
"VENICE" (Etching)
JAMES MCNEIL WHISTLER
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FIGURE 29
"BEQUET" (Drypoint)
JAMES MCNEIL WHISTLER
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Impressionists.

Dnpracticed in the special techniques, they drew on

copper and stone as they drew on paper or on board.

Technically

deficient, their etchings now are considered to have more quality than
was ever displayed by the hordes of technically proficient etchers of
the eighties.
There is nothing that can be regarded as painter-etching before
the nineteenth century in America.

The influence of England on Ameri

can etchers was great, and the Dickens period of illustration by etching
had its imitation here.

Etching was thought of as a mere auxiliary to

engraving, used as a first stage in line-engraving.
The rising French influence in art, after the middle of the cen
tury, bringing a note of individualism, was the real factor of importance
in the development of painter=etching in America.

In 1866 Cadart, the

Paris publisher of etchings, held an exhibition of French etchings in
New York City, and formed an American branch of the French Society of
Etchers.

The attention paid to etching as a means of expression for the

artist gradually increased, although there were neither daring innovations
nor brilliant achievements.

But there was some creditable accomplishment

and the soil was being prepared.
The New York Etching Club was founded in 1877.

For a number of

years the e:diibitions of the club were held in connection with the dis
play of the American Water Color Society of New York.

There was much

creditable attainment that can be looked back upon with a satisfaction
that does not need the apologetic attitude of patriotism.

Interest in

etching crystalized around similar organizations in other cities. Many
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of the societies of etching and print clubs that are so actively prac4

ticing and promoting printmaking today had their origin in the 1880's.
The abuse of reproductive etching caused the New York Etching
Club to close its exhibitions to most of these productions.

Urgency of

publishers caused over-production, and turned legitimate interest into a
fad.

There came a demand for elaboration, which injured etching by blur

ring its legitimate characteristics.

Effects of tonality were aimed at,

in which the distinguishing characteristic of etching, the line, was lost.
The art was cheapenedj commercial products found their place on the
"bargain counter." Discredit was brought on the whole business.
The technique which was to have the widest influence on twentieth
century art was photography.

In less than a hundred years since the per

fection of its technique, it completely revolutionized printmaking.
Through the development of photo-engraving, the line cut and the half-tone,
it stripped regular printmaking completely of its reproductive function.
The photographic processes caused the breaking down of the barriers of
stupid technique that the reproductive print had formed about the several
graphic media.

This meant that the lithograph, etching, and woodcut could

again be used as artistic creative media, because they no longer had to
face the deadening competition of the reproductive print.^
The success of photography in objective documentation has driven
the artist to find an outlet on a subjective plane, as it were; to analyze

Weitenkampf, AmeH ean Graphic Art (New York: The Macmillan
Company, 1924), pp. 5-8.
^Ivins, op. cit.. pp. 224-5 .
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and synthesize his own feelings, to explore the resources of symbolic
expression and psychological nuance— the very things which the camera
can not do. The effect of photo-engraving has made printmaking less of
a business and more of an art.^

^Zigrosser, op. cit..pp. 163-65.
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V.

TWENTIETH CENTURY— FIRST FORTY YEARS

The keynote of the twentieth century is flux.
or a century dominated the artist's expression;
own manner of speech.

Once, an epoch

later, he molded his

Now the artist— Picasso for example— runs

through a half dozen styles during his lifetime.
In Germany there was a creative ferment around the turn of the
century.

Most of the German artists were graphic minded and made prolif

ic use of the three leading print media:
and the etching.

The woodcut, the lithograph,

Because they did not consider printmaking a minor or

subsidiary art, but employed it as a major vehicle of expression, their
productions now occupy an important place in the history of graphic art.
In general, their adm was monumental and not illustrative. They expressed
their own soul, and their work in form and size as well as in subject
matter had a grandiose aspect.^ Ernst Kirchner, Bnil Nolde, and Paul
Klee made the greatest contribution in etching.

Their expression was

extremely intense, vital, and inventive.
The best painters have always been the best etchers and engravers
simply because the qualities which make the one are the qualities which
produce the other.

These qualities have been lost sight of in prints

made by technicians and craftsmen who, taking up a process where the
artist left off, have used it for imitation and reproduction.

Such prac

titioners have missed the purpose of a technique as an expressive medium,
and regard the means as an end.

The French etchers have been accused of

^Carl Zigrosser, The Expressionists (New York: George BraziUer,
Inc., 1957), pp. 6-16.
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neglecting technique because they invariably treat it as a means and use
it directly, with emphasis and gusto, in exactly the same way as they
would use a pencil, a pen, or a brush.

And, in consequence, the majority

of good etchers in the first half of the twentieth century are to be
2
found in the School of Paris.
The twentieth century has produced only two main schools of intag
lio printmaking; that of Paris, and later, the United States.

The

School of Paris, however, acted as a magnet in drawing to itself those
artists of note from other countries which did not afford the artistic
climate of a large national group of printmakers.
Pablo Picasso, bom in 1881 in Spain, is the most famous of the
foreign artists who worked in Paris.

His graphic production has amounted

to over three hundred prints in all media.

As one surveys his work, one

is struck by his relentless drive to fathom every metamorphosis of visual
representation;

outer form, inner form, abstract form, broken-up form,

movement, simultaneity.

Many of Picasso's etchings are slight, spontan

eous drawings, but others eire carried to their logical conclusions as
compositions, of which the print "Minotauromachia" is an example.

(Fig.31)

Picasso uses the metal plate for throwing off the by-product of pictorial
preoccupations and problems which he is in process of working out in
other media.

His plates are first and foremost intensely graphic, rely

ing on pure expressive line.

They are always imaginative, and probably

the only etchings that he has ever done from nature are a few portraits.
He looks upon the process of etching as of secondary importance and most

^John Buckland-Wright, Etching and Engraving (New York; Studio
Publications, Inc., 1953), p. 13.
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FIGURE 30
"SALWE" (Drypoint)
PABLO PICASSO

s

FIGURE 31
“MINOTAUROMACHY" (Etching)
PABLO PICASSO
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often leaves it to others to do his biting and printing, usually Roger
Lacouriere, a professional printer.

And though he seems never to have

taken the trouble to become proficient in the tenchique, his slightest
touch on metal reveals such power and decision, such a sense of his
material that it would seem he knew everything by instinct.^
Georges Rouault, bom in 1871 in France, worked in a methodical
way.

When asked one day by VoUard, sui art patron, why he was carry

ing an unusual collection of tools, Rouault replied, "They're for your
blasted plates, etchings, aquatints, call them what you Hke.

They

give me a plate and I just dig into it."^ Rouault did, in fact, use
every conceivable method to get his results.
opposite of Picasso's,

His work is the exact

His plates are heavily worked, long-drawn-out

compositions, and yet how imaginative, how fresh, and how the lights
in Rouault's prints stand out against his heavy, sombre blacksI
Rouault stands apart from most of the modem experimenters in
that he seems to live in a medieval world of his own. Yet by his prints
of circus and religious themes, he shows himself as one of the greatest
artists of our time.

His prints combine a tragic sense with à feeling

of monumental grandeur.
at Guerre,"

Among his greatest works is the set of "Miserere

(Fig, 32)

Joseph Hecht was bom in 1891 in Poland, but worked in Paris,

He

was one of the first in this century who, returning to the origins of
engraving, rediscovered the essential simplicity of the medium,

Hecht

taught and influenced Hayter, \dio was to influence the course of intaglio

3lbid.. p, 87,

^bid,. p, 88,
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FIGURE 32
"MISERERE" (Etching)
GEORGES ROUAULT
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to the present day.

Hecht's engravings of birds and animals, in which

he specializes, have something in common with prehistorical drawings,
the same vitality and simple statement.

(Fig. 33) They are creations

of expressive line and sparkling cut and dot;
renders.

he suggests, rather than

But the essential difference between the work of Hecht and

other engravers is that his subject matter, his birds and animals, seem
to possess a life of their own apart from any associated ideas ; that
is, they have an existence in our imaginations apart from their exist
ence as natural phenomena.

They are far more real than reality, far more

evocative of life, and instinct with a life of their own.

It is another

interpretation of Keats' difficult saying, **What the imagination seizes
as beauty is truth."^
If any one man can be named as the artist who has had the most
personal influence onthe course of intaglio printing in the whole course
of its history, it is without a doubt Stanley William Hayter.
born in London in 1901.

He was

In 1921 he received the honors degree in chemis

try and geology from Kings College, London, and then worked for a few
years in Persia with the Anglo-Iranian Oil Company.

In 1926 he went to

Paris to study at theAcademia Julien, and from that time on he turned to
art exclusively,^
The following year, at the age of twenty-six, he established his
Atelier 17 in Paris, so-named for the number on the door, for research

^Ibid.. p. 29.
^Graphics. I960; Three Masters of Intaglio (Lexington, Kentucky:
University of Kentucky Art Gallery).
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y vVFIGURE 33
"LEOPARDS HUNTING" (Line Engraving)
JOSEPH HECHT
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in printmaking.

He had become aware that the traditional methods of

engraving and etching were hopelessly inadequate to express his genera
tion's pictorial interests. With apostolic zeal he set about to renovate
the graphic medium, and to communicate his ideas to the artists of the
School of Paris.

Individual and accomplished artists such as Picasso,

Mirrf, Kandinsky, Masson, Ernst, Gaidar, and Tanguy came to his studio for
technical advise and equipment.

A great number of his younger students,

such as Feterdi, Lasansky, Seong Itoy, Letterio Galapai, Walter RogalsfcL,
and Karl Schrag, have since settled themselves in the United States, and
7
have reared a third generation of gifted printmakers.
The Atelier 17 became a workshop, reminiscent of the masterapprentice system of old, in which artists working together inspired each
other and benefited from ideas and discoveries in the same studio.

It

was the re-vitalizing center from which emanated the astounding interest
of graphic art in our times.

The new ways of gravure created by Hayter

and his associates have become an esperanto spoken in all lands.

This

movement is the vigorous, independent parallel to the evolution of
twentieth-century painting.

Ebyter was not interested in printmakers but

in artists who would use and develop the print media as another means of
expression. For a time individual artists were forgotten and their con
certed efforts under the demanding tutelage of Hayter set a new course
g
for twentieth century printmaking.

^E. Gunter Troche, Ifeiyter (San Francisco; Achenbach Foundation
for Graphic Arts, I960), forward.
®lfea Johnson, Gabor Peterdi (New York: The Brooklyn Museum Press,
1959), Introduction,
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In the Dnited States, the discovery of new modes of expression
had much the same effect that the discovery of antique art had upon the
Italian of the fourteenth century.

It opened new horizons and drew upon

a grand tradition as opposed to an outworn minor one.

As early as 1910,

American artists who had studied abroad came back with reports of the
ferment in Baris.

Such artists as John Marin, Arthur B. Davies, Walter

Pach, Walt Kuhn, Ralph Pearson, Max Weber, and Stuart Davis began to make
experiments of their own.

The creative approach of the new movement

gradually brushed aside sentimental conception of the "picturesque scene."
It provided a whole orchestra of expression in place of one single cloy
ing instrument.

By the twenties, the battle for freedom of expression

had been won.
With the increase in number of etchers and with the turning to the
American way of life as subject matter, came an increase in appreciation
by the public, as witnessed in articles in magazines, number of exhibits,
Q
and one-man shows. "One even hears of sales," wrote F. Weitenkampf, cura
tor of prints at the New York Public Library, in 1924.

"Etching is with

us today,— quite. Today the art flourishes in a manner heartening and in
a measure also calling for caution, for fear of overdoing.

It is so easy

to make an etching.Little did Weitenkanpf foresee the trend that
intaglio would take in thirty-five years I

"Caution and fear of overdoing"

have been eliminated from the language of the contemporary experimenters
in the graphic arts, as will be seen in the section on "The Past Twenty
Tears."

^eitenkamf. on cit.. p. 41.

^^Ibid.. p. 24 .
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There is no violent novelty in the various personal phases
of this movement, no obstreperous shriek, no blatant blare of
revolt. Etching is not an
art
of big effects, of striking
appeal to the great mass. It is based on precise delicacy, not
on broad impression, yet its strength lies in summariness, in
compressed statement. It is an art of suggestion, of selection.
An exhibition of etchings fills in art someiAat the function of
chamber music concerts in the sister art.^
Thus did Weitenkampf, as veil as everyone else, remain uncon
scious of the "violent novelty and blatant blare of revolt" that was
to come in the resurgence of graphic arts toward the middle of the
century. When Weitenkampf wrote the above words, Hayter in Paris was
realizing the necessity for revoltand revitalization in the graphic
arts, and was beginning to getthe idea of establishing his Atelier 17
for experimentation. Weitenkampf had an inkling, however, of the impor
tance in the revived interest in etching in America lAen he wrote:
"These facts make the present revival of interest in etching more than
a passing fad, make it a hopeful sign, a factor of importance in the
future development of American art."^^
In the first decade of the twentieth century, most of the museums
in the United States were devoid of anything that looked like a print
room.

The earliest record of a print room is that established by the

Boston Museum of Fine Arts, which began its collection in 1872, with
only one print.

The Library of Congress established a print room in 1897,

and the New York Public Libraiy in 1900.

It was nearly a decade later

that other print rooms were established, and this movement coincided with
the general surge of public interest in prints.^

pp. a-2.

^ Ibid.. p. 42.

^^iUiam Cox. The Etching Hobbv (Hew York* William Farouhar
Payson, 1932), p. 141.
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It is interesting to note that these print rooms had to have
curators, who had to have special training in history and esthetics of
prints, and who had to be supplied with funds for purchase of prints
with which to fill up their print rooms.

And all this naturally had

the effect of stimulating interest in prints as an esthetic medium.
There followed in the natural course of events, lectures on prints and
separate print exhibits, which are public taste-makers.
During the 'thirties, two separate trends were in evidence.

One

was a revolt by the regional artists of the middle west against domina
tion by the big cities.

The other trend, occurring chiefly in the big

cities where the incidence of economic depression was greatest, was
the spread of socially conscious art.

These two trends gave the first

great stimulus to the expansion of graphic art.

The dynamic idea spread

that printmakers could find their subjects close at hand, that their own
way of life, their own background and distinctive customs, could furnish
esthetic material of a most exciting kind.

It was the re-discovery of
1/
a continent, the graphic illustration of the Face of America.
The depression of the 1930's had its effect on artists as well as
anyone else; perhaps more so, as the public in the United States was not

particularly "art minded" in those years.
and sought after by the wealthy.
cheqp color reproductions.

Art had been a item afforded

The average citizen was content with

But the stock market crash in 1929,

the

economic depression that followed, rendered many collectors unable to
collect any more, and the demand for artists' wares was practically nil.

grosser. The Book of Fine Prints, p. 193.
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The Public Works of Art Project, established in 1933, and the
Works Progress Administration, established in 1935, constitute the most
extensive rehabilitation ever undertaken by a government.

Although the

majority of the work was in murals to decorate the newly-built federal
buildings, artists were permitted to work in their own media.

Out of

this program there developed many workshops and community art centers,
re-awakening interest in art and creating an interest in sections of the
country, such as the west and south, which had not been art-conscious
before,
Out of the activity of the W, P. A, print workshops, and the in
creased interest in art in general, came the vital resurgence in intaglio
and the development of the new silk-screen process called Serigraphy,
In 1934-, Edwin Kauftaan, arti st-printmaker, formed the Printmaikers
Guild, a cooperative venture to which artists gave original plates at
low cost.

Two hundred fifty impressions of each were printed and signed

by the artists, and they could be bought by subscription,

A total of

nine different etchings and lithographs could be purchased for thirty
dollarsi
Yes, money was indeed scarce, but artists were working and eating
and the spark of public interest that was kindled by the WPA and the PWA
was kept alive and fanned b7 the spirit of resurgence which was a great
deal more real in the artists themselves than in the public.

^5Grace Overmeyer, Government and the Arts (New York; W. W,
Norton and Co,, 1939), p, 93.
"Join the Buy-a-Print-Club," Arts and Decoration. April, 1935,
pp. 4-2—3,
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An item of art news in the February, 1937, issue of Arts and
Decoration, says :
One hundred prints are being shown at the Grand Central Art
Galleries, selected from the Twenty-First Annual Exhibit of the
Soceity of American Etchers. This is a wonderful opportunity for
people who are seeking wall decoration for small rooms or apartments.
This is proof enough that, in 1937, the intaglio processes had
not yet come into their own as a full and recognized form of art, equal
to painting.

They were still small in size, suited for the small room;

and yet people were beginning to seek them out in place of the cheap
color reproductions of a few years earlier.

The full impetus of intag

lio in its own right was to come with Hayter’s Atelier 17 when he moved
from France to New York in the 1940's.
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VI.

THE PAST TWENTY YEARS:

CONTEMPORARY

The Second World War disrupted all artistic efforts in Europe.
Those who were not immediately involved in the war escaped or fled to
other countries where opportunities still existed for free expression—
namely, the United States.
Important Paris artists in New York in 194-0 included Leger, Miro,
Ernst, Chagall, Breton, Masson, and others.

Their very attitude was an

important influence on the American artists emerging from the dreadful
depression years of dire need and total neglect by the public, and the
enforced social-realist-historic period of the WPA art projects.

They

acted as though Art were a distinguished, honored profession, a way of
life that took in the whole intellectual world.
a shot in the arm.

They gave Art in America

And at this time a series of American painters, led

by Jackson Pollock, burst into new styles.

Older artists met the chal

lenge, and younger artists kept coming onto the New York scene, giving
it active continuity and scope.
The oppressions and uncertainties in Europe brought on by the
Second World War sent Stanley William Hayter, along with many other prom
inent artists, fleeing to the United States in 1940.

He went to San

Francisco as an instructor at the California School of Fine Arts.
he had his first one-man show in the United States.

Here

Later that same year,

he established his Atelier, also called 17, under the aegis of the New
School of Social Research in Greenich Village.

For almost ten years he

pursued his activities in New York, while at times instructing painting
and theory as well as printmaking at the California School of Fine Arts
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in San Francisco (194-8), the Art Institute of Chicago (1948-49), and
at Brooklyn College, New York (1949)•

In 1949 he published his "New

Ways of Gravure," a book which became the bible of modern printmaking
until recent years.

In 1950, he returned to Paris and re-established

his Atelier 17, which he found dismantled.

It is the most important

school of intaglio processes in Europe today.

In the summer of I960,

he returned to San Francisco to teach printmaking again at the Califor
nia School of Fine Arts.^
Among the processes developed at the Atelier of Hayter were etch
ing deep and broad relief, textures produced on soft ground by fabrics,
woods and papers^ and color printing achieved with the help of wood
blocks, of silk-screen, and of offset with rollers and stencils.

It

became possible thus to create in prints actual space and recession of
a three-dimensional nature, closer in fact and in effect to relief-sculpture than to a mere drawing.

To the same end, comparably to Henry Moore's

sculpture, Hayter started the hollowing out of parts of the plate in
order to penetrate and to destroy the "picture plane," and with it the
conventional flatness of the print surface. With their raised lines and
plateaus, with their transparent, textured, intersecting planes and depths,
the prints of Hayter and of his followers have opened vast new roads of
exploration.^

(Figs. 34 and 35)

One of the outstanding characteristics of Hayter's own prints and
that of some of his pupils, is in the very nature of their texture.

^Graphics. I960, op. cit.
troche, Havter. op. cit.. forward.
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FIGURE 34
«CERES" (Mixed Media)
STANLEY WILLIAM HAYTER

00

N)

FIGURE 35
"TROPIC OF GANGER" (Relief Etching)
STANLEY WILLIAM HAYTER
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Instead of attempting to obtain a color scheme from a black and white
print, resulting from the correspondingly lightly or deeply engraved
horizontal, vertical, and criss-cross lines in the plate, Hayter and
his colleagues have experimented with ready-made media which are laborsaving and entertaining;

tarlatan, twine, netting, rrylon, bark, bamboo,

wood shavings, and crumpled paper are used.
But by far the most revolutionary of Hayter’s experiments in the
technique of intaglio is the way in which he has succeeded in making a
three-color print in one single run through the press.

(See Chapter 111,

Part 71, "Relief Etching")
The limits of graphic expression have been widened to a degree
not dreamed about in former centuries. Yet, as his writings make it
clear, Hayter feels that he is only continuing the line of previous inno
vators in the graphic techniques. Durer, Rembrandt, Goya, and Blake.
Resulting greatly from Hayter*s imaginative experiments, intaglio is now
rising to a great popular art.

It is capable of rendering the myths and

dreams of our century, and of setting symbols for the wonders of man's
conscious and subconscious mind.

Hayter has been, without a doubt, the
3
most internationally influencial printmaker of this century.
With Hayter, two other artists are pre-eminent in the promotion
of intaglio technique of printmaking in the United States since World War
11.

These noted teacher-crusaders in printmaking are Mauricio Lasansky

and Gabor Peterdi.

In recent years intaglio has developed in this coun

try in a way that would have astonished Diirer, Rembrandt, and Goya. Yet,

^Ibid.
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as expert craftsmen, they would have respected the technical skill of
Hayter, Lasansky, and Peterdi.

These six artists are notable as inno

vators, not only in technique but in esthetic ideas which, of course,
is much more important,

Hayter, Lasansky, and Peterdi have carefully

studied the best prints of the past (just as Durer, Rembrandt and Goya
studied the work of their predecessors), and each one has been adding
something of enduring value from his own creativeness to the continuing
tradition of printmaking,
Hayter, Lasansky, and Peterdi have certain characteristics in
common.

They are intellectual in the sense of understanding the tensions

of the modern world, and are capable of expressing their individual reac
tions to them,^ All three men are gifted teachers, and they have had an
enormous influence on printmaking in this country and in Europe,

Hayter^

and Peterdi have written important books on the subject, and both are
also painters.

All three are primarily engraver-etchers and have given

about equal enqjhasis to prints in black and \diite and those in color.
Above all, they are draftsmen, that is, line is the skeletal basis of
their prints, and it is the tension and expressiveness of the engraved
and etched line which distinguishes these techniques from lithography and
the woodcut, and relates itself to the fundamental art of drawing,^

'^Groschwitz, Graphics I960, op. cit.
^A new book by Hayter on modem prints is scheduled to be published
this year by Oxford University Press, but as of May, 1961, it is still
unavailable. Also being printed is a monograph on Hayter by Georges
Limbour, to appear soon in English and French editions,
^Groschwitz, Graphics I960, pp. cit.
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But they are not exsictly the same; what is of importance is the
difference in point of view and execution that makes their prints dis
similar. Hayter, the pioneer in modem printmaking, has for a long
time stressed abstraction with a wonderful feeling for sweeping line
and relief-like space.

(Pig. 35)

In contrast to Hayter, Lasansky stres

ses the figurative point of view, althou^ there is considerable distor
tion of the human form in some of his compositions.

(Pig. 37)

belongs somewhere between Lasansky and Hayter, stylistically.

Peterdi
(Pig. 39)

Mauricio Lasansky was bom in 1914 in Buenos Aires, Argentina.
He entered the Superior School of Pine Arts in Argentina in 1933.

He

became director of the Pree Pine Arts School,--Villa Maria Cordoba, in
1936, and of the Taller Maualidades, Cordoba, in 1939.

In 1943 he was

recipient of a Guggenheim Pellowship for work in the United States, which
he took in Hayter's Atelier 17.

In 1945 he went to the State University

of Iowa to create the Graphic Arts Department, where he has remained
since (over fifteen years) except for a year of study in Spain and Prance
under a Guggenheim Pellowship in 1953.

The underlying aim of the art department of the State University
of Iowa, under guidance of Lasansky, was to attaq)t to create a center
for the revival of craftsmanship in the intaglio processes cauparable to
that of the old Renaissance.

PoUowing the pattem of Hayter*s woikshop,

stress was laid upon ejperimentation to enrich conteaporaiy expression.
The result was the discovery that printmaking has the potentialities of
a major art like painting and sculpture, and merits a parallel position
in the curriculum of studies.
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It was discovered that intaglio has great pedagogical as well as
intrinsic value.

For example, it may be used as freely as drawing to

teach pictorial design to painters;

and for art historians it brings to

life the great Renaissance engravers.
More important, intaglio is not a tractable and submissive
medium as oil painting is considered in our time, (You, too, can
paints), but rather an emperious and exacting medium.'
The mastery of expression in terms of the innate restrictions of intag
lio promotes self-discipline, cultivates respect for craftsmanship,
generates new formal concepts, and elicits self-confidence.

These values

can be transferred to other media, according to the perceptions of the
artist.
This workshop of Lasansky’s at Iowa State University has in recent
years taken the position of Hayter’s Atelier 17 in Paris and in New York
in the forties.

There is the same atmosphere of group consciousness and

experimentation.

A high percentage of today's printmakers have at one

time or another studied under Lasansky at Iowa, and then gone on to pro
duce fine prints themselves and to teach printmaking at other colleges
and universities and art schools,

Lasansky feels that more and more crea

tive artist-craftsmen-teachers must be trained and then distributed all
over the country, to further the renaissance in intaglio.

The qualities

that characterize the work of his students are an individuality of expres
sion, a seriousness of purpose, a sense of social responsibility as an
artist, and a disciplined feeling for fine craftsmanship. It is surprising how few "little Lasanskys" come out of his workshop.

8

^Longman, A New Direction in Intaglio (Minneapolis: Walker Art
Center, 1949), preface.
William Friedman, A New Direction in Intaglio, on, cit.
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Print departments in the higher education systems of today are
definitely on the increase, and must be cited among agencies that have
helped to promote a broader interest in prints*
Among maiqr contemporary printmakers, there has continued the
practice of imitating the quality of painting and drawing, but it is in
the tradition of the organic intaglio that the present-day activity of
Mauricio Lasansky and his students find its historic source.

In Lasan

sky ®s prints are synthesized Mantegna's burin engraving, Goya's etching,
Picasso's drypoint, and Hayter's line engraving and soft ground etching.

9

(Figs. 36 and 37)
Lasanky's

"My Daughter, Jimena" is life-size and is believed to

be the largest print-portrait ever made.

(Fig, 38) His description of

the technical process for this portrait so clearly illustrates the in
volved, many-sided, experimental, personal aspect of the process of
intaglio printing in this modern renaissance, that it is of interest to
present it word for word:
I used zinc and triple metal. The face is engraved and the hair
is a kind of soft-ground worked up with a toothed clay modeling tool.
The upper torso is soft ground and hard ground. The skirt is made
with a gouge, soft ground, engraving and drypoint. The middle black
lines are of diypoint with some scraping to bring out lights. The
legs are made beginning with an aquatint and then using the acid
usually resejryed for use on copper. In this technique the copper
sets or plates the top of the metal, as though the metal had swelled
a little. The metal is then scraped quite a bit leaving some of the
copper. On top of a soft ground, strips of newsprint are placed quite
wet. When run through the press, the paper sticks to the ground so
that when it is removed, some of the paper is left sticking to the
ground, producing strange effects. Under the skirt the paper has
been ruptured by drawing through it and then playing with the acid
directly with a brush. The color plates for the skirt and arms are
galvanized iron. The face is made with an aquatint.
Sibid.
“^Groschwitz, "World Printmaking Today," Art in America. No. 3,
I960, p. 74.
-----------
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FIGURE 36
"THE VISION" (Mixed Media)
MAURICIO LASANSKY
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1

FIGURE 37
"FOR AN EYE AN EYE" (Mixed Media)
MAURICIO LASANSKY
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FIGURE 38
"Mî DAUGHTER, JIMENA" (Mixed Media)
MAURICIO LASANKÏ
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Gabor Peterdi was bom in 1915 in Budapest, Hungary,

His parents

were Andor Peterdi and Zseni Vamai, poets and leaders among the avant
garde writers and painters.

Accustomed to an atmosphere in which art

and poetry were exciting pursuits, Peterdi decided to become an artist
and began his formal study in 1929 at the Hungarian Acadeny of Budapest.
The following year he was awarded the Prix de Rome for painting, and
continued his studies at the Academia di Belle Art in Rcane, In 1931 he
went to Paris, where he remained for nearly a decade.

He studied for

two years at the Académie Julien and Académie Scandinave in Paris,
In the stimulating atmosphere of the Latin queurter in Paris,
Peterdi found many friends, among them Joseph Hecht and Stanley William
Hayter,

Hayter had already established his Atelier 17* Peterdi found

Hayter's approach to printmaking greatly to his liking and in 1933 he
began his apprenticeship.
In 1939 it became evident that France was to be embroiled in a
war for which she was totally unprepared,

Peterdi decided, as did many

other artists, to leave Europe and come to the United States,

Pro

foundly disturbed by the raging war in Birope, he sought physical action.
He worked on a farm in Florida for a time; later he became a citizen and
entered service in the anti-tank infantry.

After a lapse of five years,

he resumed printmaking, and was pleased to find at Hayter’s New York
Atelier 17, a number of artists he had known in Europe before the war.
In 194-9, Peterdi organized a new Graphic Workshop at the Brooklyn
Museum Art School, and was its director until 1952, Then he began teaching
^^Una Johnson, Gabor Peterdi. Twentv-Flve Years of His Prints
(New York? The Brooklyn Museum Press, 1959), pp, 5-6,
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art at Hunter College in New York, and was visiting critic at Yeile Uni
versity.

During the decade of 1950-60 he has lectured widely on Art at

University and college art departments, museums, and professional art
schools.
Gabor Peterdi is a technical virtuoso, but more than that, he is
an inspired printmaker with profound concepts.

Of his color-relief etch

ing, "The Vertical Rocks,"

"It is a volcanic

(Fig. 39) he says:

12 Reviewing his
eruption symbolizing the cataclysmic powers of nature."
twenty-five years as a printmaker, he reflected:

"A work of art is a

little universe— it must show development, have a beginning and an end,
also it must be organized to function.
It is noteworthy that a great many exhibitions of graphic arts,
exclusive of painting or sculpture, are being held throughout the world.
Many larger colleges and universities, and most of the museums and galler
ies, sponsor national annual and biennial exhibits. Mai^ printmaking
societies do the same.

This has been an important factor in the increas

ing popularity of prints.

Many collections of prints are available for

exhibits and are travelling throughout the United States and Europe.

One

of the most interesting exhibits in recent years is that selected by the
Print Council of America, called "American Prints Today: 1959."
The Print Council of America, a non-profit institution for fur
thering interests in prints, was organized in 1956.

Its most ambitious

project was a multiple print exhibition, the first of its kind.

^%na Johnson, Gabor Peterdi. p. 5»

l^Ibid.

Only
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FIGURE 39
"VERTICAL ROCKS" (Mixed Media)
GABOR PETERDI
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with graphic arts is such a project possible, because only in this
field can multiple originals be created.

Sixty two prints executed by 55

American artists were selected from 2,054 prints submitted by 639
artists.

All of them are reproduced in identical catalogs available

at the sixteen participating museums, which held the exbibits at approx
imately the same time throughout the United States.
Todays

"American Prints

1959" represents a cross-section of the best work done in the

graphic arts between 1956 and 1958.
ling in Europe.

The exhibitions are now travel

It is noteworthy that a large majority of the artists

represented have studied intaglio under one of the three leading
teachers, Hayter, Lasansky, or Peterdi.^
In an analysis of the exhibit "American Prints Todays 1959,"
Gustave von Groschwitz, curator of the Cincinnati Museum, states that
nearly half the prints were in black and >rtiite| traditional intaglio
processes were used for 28 of the total 62, 19 were relief prints, and
15 were planographic.

This shows that black and white has not been

abandoned for color, and that intsiglio processes lead over other methods.
Much experimentation with traditional methods was in evidence, as well
as use of new materials.
Of great importance is the increasingly large size in American
prints, which is a symptom of the awareness of American artists that
prints are for use on the wall.

This is in contrast to the smaller, more

intimate kind of the day of Rembrandt and Whistler, which could be better

^ American Prints Todays 1959 (New Yorks Print Council of America.)
^^Gustave von Groschwitz, "American Prints Today," The Studio.
No. 798, October, 1959, p. 65.
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enjoyed nnfrained and stored in a print box.
Prosperity of the middle class is partially responsible for the
current revival of interest in fine prints.

Unsure of its own tastes,

yet conscious of a desire for original works of art, the middle class
hesitates to pay a large sum of money for a painting, but feel they are
not taking a risk in investing in prints.

There has become a larger

buying group for prints.
A particular painting, then, exists in only one original;

but

a particular etching may exist in a dozen to several hundred originals,
each as fine as the others.

Because these prints are authentic works

of art, conceived emd executed by artists, they possess all the virtues
inherent in such works.

They have the power to move the beholder and

broaden his horizon; and they can impart enduring esthetic enjoyment
which is often absent from the photo-mechanical reproductions popular
today. Moreover, prints are executed in the scale decided on by the
artist himself, while reproductions frequently enlarge or reduce the for
mat of the originals from which they are taken. Because prints exist in
many originals, they are peculiarly adapted to the needs of our modern
democratic civilization.

They are usually the only original works of art

which people of moderate means can afford to own.^^
E. Gunter Troche, Director of the Achenbach Foundation for Graphic
Arts in San Francisco, and one of the most enthusiastic promoters of
printmaking, said in 1959s

^^American Prints Today, op. cit.
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It is a joy to live in an era of splendid renascence in the
graphic arts» Such luck at least leaves gratitude in the heart
of a Print Department curator. As an historian he knows that barely
sixty years ago the means of expression in printmaking were confined
to the imitation of drawings in etching and lithography, and to the
reproductive techniques of wood and steel engraving.
The resurgence of printmaking is becoming more apparent with each
of our "annuals" (exhibitions of prints). If quantity of production
alone be the measure, the sheer number of graphic artists and of
their yearly turnout would be an ample proof. It is equally true,
however, that there is a continuing rise in the significance, and
in the imaginative range, of prints. Today's burst of inventive
power may achieve brillances of performance, and subtleties of psychol
ogy, that were never before thought possible within the scope of the
graphic techniques. It seems to us that fine prints will, better than
other media, be able to satisfy the growing esthetic and emotional
desires of worldly citizens in a democratic future.
And just a year later, Mr. Troche said:
The most rewarding experience of a juror in this I960 competition
is in gaining a "*bird's-eye view" of our national graphic production.
It has been our main inqaression, I believe, that a process of consoli
dation is taking place on the contemporary scene. The revolution of the
printmaking techniques, so characteristic of the 1950's, is evolving
into a deeper and more spiritual exploitation of the newly developed media,
and into a refinement that may well compare with the great historical
achievements in the history of prints. In the color prints of today we
find another indication, and perhaps the crystallization, of that new
refinement which may become the air of graphic art in the I960's.

17
E. Gunter Troche, Exhibition of California Society of Etchers
(San Francisco, 1959), catalog.
Gunter Troche, Exhibition of California Society of Etchers
(San Francisco, I960), catalog.

CHAPTER V
V.

CONCLUSION

The metamorphosis of intaglio processes, from the first engrav
ing on metal to the independent art form of today, is not to be found
in any one or two volumes.

Research into the development of intaglio

is time-consuming and unrewairding for one who is wanting information.
A consolidation of pertinent material will be of value to one interest
ed in this vital art form which is creating such a fervor today.

Con

temporary printmaking, that which is being done this year or month, or
even the past few years, simply has not been written about in any book
form.

Information on the current activity in printmaking can be

obtained only from the catalogs of the print exhibits, and, perhaps, a
few magazine articles.

These are not readily available for the average

seeker of current information.

This paper, then, gives a brief and

strictly skeletal survey of the artists contributing to intaglio, includ
ing our contemporary masters.

It also presents a picture of contributing?

factors that led to the resurgence in intaglio, the new techniques
combined with the old, and the new forms of expression that comprise
the "new visions" in this contemporary resurgence.
Photography does not do justice to intaglio, as it might to other
graphic arts such as drawing.

Intaglio, with its raised line and tex

ture, is a unique medium, and must be seen in the original to be
appreciated or understood.

The print being a multiple art form, origi

nals may be had in any number.

It was therefore possible to include
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original prints to illustrate the various techniques and states used
in a print of mixed media.

These examples adequately illustrate the

processes, although not every state has been included.

Photographs

of prints were necessary in all other cases, since originals were
impractical.
During the process of making original prints, the author has
appreciated the fact that printmaMng is a time-taking, tedious, and
disciplinary art form. The unaccountable hours of time, the reworking
and rebiting of the plate, and the struggles between the medium and
the printing press, were only offset by the satisfaction of achievement
in a graphic medium that is so different from ary other.

The hours

spent in the realization of one copper plate, and the pulling of numerous
prints from each of seven states, are comparable to a good maiy paint
ings.

But then, one can have only one original of the paintings.

Thus,

experience in the intaglio processes is rewarding in maiy ways and will
be reflected in subsequent art forms. Moreover, it generates respect
and almost reverence for the masters of intaglio.

GLOSSARY
AQUATINT.

A porous ground to etch tonal eireas into metal.

ARTIST'S PROOF.

The first few proofs (5 or 10) of an edition

that the artist keep for himself.
BATH.

A glass, porcelain or other acid-proof tray in which plates
are etched or bitten.

BITING.

The action of acid attacking metal.

BURIN.

Also called a gravers

a tool with half-round wooden handle

from which projects a steel shaft, the cutting edge of which may
vary in size and shape, used for engraving.
BURNISHER.

A bone or metal highly polished, oval-sectioned hand tool

lAich is used to diminish intaglio lines or textures.
BURR.

The ridge of metal thrown up by the drypoint needle as it is
drawn through the metal.

CRIBIié. Creation of an image on metal by punching holes on the plate.
DABBER.

Also dauber:

a tool for inking the plate; usually made of

felt, tightly rolled and secured.

The end of the felt dauber is

rubbed into ink and then rubbed onto the plate.
DRYPOINT.

To scratch the design into metal or plastic with a steel or

diamond point.
ENGRAVING.
ETCHING.

To cut design into metal with a graver or burin.
To etch the design into metal by corrosive action of acids.
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ETCHING GROUND.

An acid-resistant coating applied on metal plates.

The design is scratched into the ground, then etched into the
plate.
INTAGLIO PRINT.

Printing from the grooves engraved, scraped, or

etched into a metal plate.
LIFT GROUND.

Also sugar aquatints To etch a positive image on aqua

tint by drawing with a water-soluble ground.
MEZZOTINT. Method of creating a dark surface by roughing up the plate
with a rocker, and working back toward the light tones by scraping
and burnishing.
MIXED MEDIA.

To work with a combination of techniques on the same

print.
MORDANT.
PROOF.

A term for acid used in biting metal plates.
An impression obtained from an inked plate to detemine its

particular state.
FULL.

Act of printing the print.

RELIEF ETCHING.

The design stands out in relief; the rest of the plate

is etched down,
ROCKER.

Tool for laying mezzotint grounds; a maqy-toothed, arc-like

steel instrument with handle in center, which is rocked across
the plate to produce an even burr.
ROULETTE.
STATE.

A wheeled tool used to make dots or perforations on a plate,

Each reworking of a plate constitutes a new state or stage of

development of a print.
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