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lntroduction
()RIGINAL PRINTS

The purpose o f  th is  book le t  i s  to  p rov ide  an  in t roduc t ion

to the appreciat ion of prints made by art ists-variously
ca l led  or ig ina l  p r in ts ,  f ine  pr in ts ,  o r  a r t i s t  p r in ts .  The

book le t  te l l s  someth ing  o f  the  h is to ry  o f  p r in tmak ing ,

ou t l ines  the  processes  and techn iques ,  and d is t ingu ishes
between or ig ina l  p r in ts  and f raudu len t  reproduc t ions .

What  a re  o r ig ina l  p r in ts?  l t  i s  d i f f i cu l t  to  g ive  an  inc lu -

s ive  de f in i t ion  wh ich  cou ld  cover  every  poss ib le  example ,

largely because several meanings have been attached to

the  words  or ig ina l  p r in t .  In  one sense,  an  or ig ina l  p r in t

i s  the  one wh ich  the  ar t i s t  h imse l f  has .Poth  des igned and

e;egg!g!, jn dist inct ion to a "reproductive pl int" which

another craftsman has executed after the art ist 's design.

In  another  sense,  however ,  the  or ig ina l  p r in t  can  mean

the f i rs t  appearance,  the  pr imary  c rea t ion ,  o r  the  au then-

t i c  fo rm,  as  opposed to  the  copy  or  facs imi le  o f  the  same
(usua l ly  made by  photomechan ica l  means) .

In  the  pas t ,  many,  though no t  a l l ,  o f  the  masterp ieces  o f
p r in tmak ing  were  or ig ina l  p r in ts ,  des igned and executed

by the great art ists of the t ime. The prestige acquired by

or ig ina l  p r in ts  and the  d i f f i cu l ty  o f  de f in ing  them has

enab led  some unscrupu lous  deb lers  and auc t ion  houses

to pass off photomechanical and other reproductions of

o ld  and new works  as  or ig ina l  p r in ts .

To discourage or to take legal act ion against such
f raud and mis representa t ion ,  i t  i s  use fu l  to  have a  va l id
def in i t ion  o f  the  or ig ina l  p r in t  in  o rder  tha t  i t  may be  d is -
t inguished from its counterfeit .  The fol lowing definit ion
(se t  in  lega l  te rms)  o f  the  or ig ina l  p r in t ,  as  i t  i s  made
today, has been accepted in principle by the Customs
Div is ion  o f  the  U.S.  Treasury  Depar tment ,  the  French

Chambre  Synd ica le  de  I 'Es tampe,  and the  In te rna t iona l
Associat ion of Plastic Arts aff i l iated with UNESCO:



What is an original print?

An original print is a work of art,  the general require'

ments of which are:

7. The art ist alone has created the master image in or

upon the plate, stone, woodblock, or other material
for the purpose of creating the print.

2- The print is made trom the said material by the

art ist or pursuant to his direct ions.

3. The finished print is approved by the artist.

Such a  de f in i t ion  concerns  the  layman and co l lec to r  more
as  a  p ro tec t ion  aga ins t  decept ive  f raud than as  a  touch_
s tone fo r  the  se lec t ion  and va lua t ion  o f  p r in ts .

The thought fu l  co l lec to r  must  cons tan i l y  bear  in  mind
that qual i ty- in other words aesthetic merit- is the most
impor tan t  c r i te r ion  in  judg ing  the  pr in t  as  a  work  o f  a r t ,
and tha t  the  issue o f  o r ig ina l i t y ,  as  de f ined above,  i s  no t
a lways  re levant .  An or ig ina l  p r in t  by  a  th i rd - ra te  a r t i s t  i s
beyond any doubt worth less in every respect than an
or ig ina l  p r in t  by  a  g rea t  a r t i s t ,  because a  pr in t  may be
un imag ina t ive ,  und is t ingu ished,  med iocre  in  des ign  and
incompetent  in  execut ion ,  and s t i l l  be  c lass i f ieo  as  an
or ig ina l  p r in t .

Furthermore i t  should be stressed that in the past cer-
ta in  " reproduc t ive  pr in ts , "  wh ich  o f  course  do  no t  con-
fo rm to  the  above " lega l "  de f in i t ion ,  have a lso  been h igh ly
regarded, and are col lected even to this day. They are
worthy of esteem, even i f  not str ict ly "original, ' ,  because
they show designs and composit ions by great art ists not
exist ing in any other form, and are often executed with
ski l l  and sensit ive insight by gif ted interpreters. Again the
question of esthetic merit  or qual i ty is pert inent.

In  the  present  day  there  seems to  be  a  tendency  on  the
part of some artists to e-llnllgJg_Ieldlgofl as much as
poss ib le  and make use o f  modern  photomechan ica l  tech-
n iques  o f  mass  produc t ion  fo r  p r in ts ;  and l i kewise  to  em-
ploy the assistance of others in the execution of the print.
There  is  no  reason why such pr in ts  shou ld  no t  be  pr ized
and co l lec ted  by  an  admi r ing  pub l ic .  The ac t ive  par t i c ipa-
t ion  o f  the  des igner  in  the  techn ica l  execut ion  o f  the
pr in t - though eminent ly  des i rab le - is  no t  the  on ly  fac to r
in the estimate of i ts worth. The public of the future may
va lue  the  image exc lus ive ly  and be  ind i f fe ren t  to  the

@t. l t  is to be hoped that
some new name wi l l  be  invented  to  app ly  to  such pr in ts ,
since they do not conform to the tradit ional definit ion of
"o r ig ina l  p r in t . "

The Pr in t  Counc i l  became invo lved in  the  prob lem o f
or ig ina l i t y  in  p r in ts  in  o rder  to  p ro tec t  the  pub l ic  f rom the
sharp practices that have grown up, and not at al l  to
d i rec t  p r in tmakers  to  make or ig ina l  p r in ts  o r  any  o ther
kind of prints. The points at issue are treated in greater
detai l  in the succeeding pages of this booklet.



Processes and techniques

in modern printmaking

There  are  four  ma ior  techn iques  fo r  mak ing  or ig ina l  p r in ts '

A brief descript ion of each of these-rel ief processes'

incised processes, l i thography, and stenci l  processes-

is  found in  the  fo l low ing  paragraphs '

Relief Processes

The basic principle of rel ief processes is that of cut '

t ing away part of the surface of a f lat block so that the

desired pattern or image stands up to provide a print ing

surface. Woodcuts and wood engravings are well-known'

Other  mater ia ls  used are  l ino leum,  luc i te ,  cardboard '

chipboard, composit ion board, plaster, and cut paper'  In

the case of cardboard or paper cuts, the areas are bui l t

up to provide the print ing surfaces'

lncised Processes

The principle of incised or intagl io print ing is exactly

the opposite of rel ief print ing. ln the intagl io processes, the

print ing areas are grooves, furrows or indentations lower

than the surface of a metal plate. In other words, the

l ines or surfaces which are etched out or cut away from

the plate carry the ink. The high standing areas are wiped

c lean and do  no t  Pr in t .
In intagl io processes, metal plates, chief ly copper'  are

used.  Some ar t i s ts  have used luc i te ,  z inc  o r  a luminum

sheets. The general divjsion within the !ntagl io process

are: Engraving, etching, aquatint,  soft ground mezzotint

and drypoint. The term "intagl io" is often used to desig-

nate those prints in which more than one method is used'

Sometimes art ists refer to the combining of methods and

techniques as a "mixed method."

Lithography

Lithography is based on the natural antipathy of oi l

and water. The image is made on the stone (or a spe'

cial ly granulated zinc plate) with greasy crayon or ink'
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The texture of the stone is such that, i f  moistened, the
water adheres to i t  in an even f i lm except where the
grease has been applied. When a rol ler charged with
heavy  ink  i s  app l ied  to  the  mois tened sur face ,  the  ink
adheres only to the greasy areas. After print ing, the
greasy image remains on the stone and the process of
mois ten ing ,  ink ing ,  and pr in t ing  may be  repeated .

Stencil Processes

In general the stenci l  process has been known to art ists
fo r  cen tur ies .  l t s  bas ic  p r inc ip le  i s  tha t  o f  app ly ing  co lo r
or inks to the perforated or cutout sections of special ly
treated paper or thin material so that the desired pattern

or design comes through the stenci l  to the surface to be
printed. Thus al l  sections except those of the open de-
sign are masked out. l ts most recent development is
known as  s i l k -sc reen pr in t ing .  In  the  spec ia l i zed  f ie ld  o f
f ine  pr in tmak ing  th is  techn ique is  ca l led  ser ig raphy .  Var i -
a t ions  o f  th is  techn ique are  somet imes combined w i th
engraving or etching to produce color prints.



Reproductions

In recent years there have appeared reproductions made

by photo-mechanical and other processes, primari ly pub-

l i shed in  France,  wh ich  may seem to  the  un in fo rmed to

be original prints. They may be good reproductions but

they are not original prints and they do not convey the

aesthetic qual i t ies of the original.  To a degree they betray

the original and coarsen i ts effect.

The d i f fe rence in  the  pr ice  commanded by  an  or ig ina l
print and a reproduction acknowledged as such is largely

a ref lect ion of the dif ference in their aesthetic qual i t ies.

No one wou ld  w ish  to  pay  fo r  an  or ig ina l  p r in t  on ly  to

discover that he has acquired a reproduction which is

worth far less.

In several instances, the French reproductions referred

to above, and others, have been signed and numbered

in penci l  by the adist and have been offered for sale for

$25O or more. In other cases a so-cal led "original" print '

for example, a color l i thograph, has been made by a

craftsman who copied and adapted a watercolor, drawing

or oi l  paint ing by a well-known art ist.  Usually the crafts-

man's name does not appear and the art ist has signed

and numbered the l imited edit ion of the print '  Obviously

the print is not an original print by the art ist '  Another

more elementary instance of a trap for the unwary is the

photographic reproduction of an original print such as a

Toulouse-Lautrec poster.

Many pr in ts  appear  wh ich  are  techn ica l l y  o r ig ina l  bu t

which are offered for sale at prices far in excess of their

value because they appear to be part of a l imited edit ion

which was, in fact, not l imited.

L i thographs  by  Mi ro  and Chaga l l  were  pub l ished in  the

French magazine Verve in an edit ion of thousands, and

there were also printed from the same stone "l imited"
ed i t ions  o f  one hundred,  numbered and s igned.  These

numbered pr in ts  se l l  fo r  much more  than they  wou ld  i f

everyone knew that the edit ion was real ly unl imited.
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In  an  ex t reme case,  a  London ga l le ry  has  cu t  co lo r  l i th .
ographs by Chagall  out of Verve and has stamped on
them the  s ignature  o f  Chaga l l  and a  fa lse  ind ica t ion  tha t
the edit ion was l imited to two hundred.

One of the theoretical advantages of a l imited edit ion,
aside from its rari ty, is that the prints are l ikely to be
of f iner qual i ty because they were printed before the plate
or  wood b lock  became worn .  l f  a  p r io r  ed i t ion  was pr in ted ,
obviously a misrepresentation has been made with re-
spect to qual i ty.

Another practice of which one should be aware is that
o f  add ing  an  ar t i s t ' s  s ignature  long a f te r  pub l i ca t ion .
Pr in ts  o r ig ina l l y  uns igned,  e i ther  because they  d id  no t
meet the approval of the art ist or because they appeared
in  a  book ,  magaz ine ,  o r  o ther  un l im i ted  ed i t ion ,  o f ten
turn up with the added signature of the art ist,  either
genu ine  or  fa lse .

Some of these practices are fraudulent. l f  a false rep-
resentation is knowingly made to you with the intention
tha t  i t  be  re l ied  on  and i f ,  under  a l l  the  c i rcumstances ,  i t
is reasonable to rely on i t  and you do rely on i t ,  to your
damage, you have been defrauded. l f  you can prove your
case (often an expensive and dif f icult  job, part icularly
when the false statements are not in writ ing) you can
rescind (get your money back) or sue for damages.

Reproduc t ions  are  du t iab le  wh i le  o r ig ina l  p r in ts  a re
dutyfree. l f  a custom declarat ion states that a print is a
reproduction, the importer and anyone charged with his
knowledge would be committ ing a fraud i f  he sold i t  as
an original print.  The text of peft inent provisions of the
.Tarif f  Act and Regulat ions is reproduced on page 30.

A buyer might reasonably request a dealer to state on
the  invo ice  tha t  the  pr in t  purchased is  an  or ig ina l  p r in t .
Refusal on the part of the dealer to do so would at least
warn the buyer that the dealer was not prepared to guar-
antee i ts authentici ty.

The best protection is education. Exposure to prints
not  on ly  inc reases  one 's  conno isseursh ip  and en joyment
of prints but is a pleasurable occupation in i tself .  Often,
however, even the experienced col lector cannot rely en-
t i re ly  on  h is  own judgment .  Very  few have the  inc l ina t ion ,
t ime, or abi l i ty to become experts. Those who are not can
best protect their interests by consult ing rel iable dealers
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or  ob ta in ing  the  gu idance o f  museum cura tors '  Buy

prints only from those whom you know to be honorable

and we l l  in fo rmed.  You shou ld  be  ab le  to  ob ta in  a  wr i t ten

representation from the dealer describing the print in

detai l .  The extent to which a dealer fol lows the recom'

mendat ions  o f  the  Pr in t  Counc i l  (ou t l ined  in  the  nex t

sec t ion) ,  i s  a  good index  o f  h is  re l iab i l i t y .

The Dealer

1.  A  dea ler  shou ld  no t  descr ibe  any  pr in t  as  an  or ig ina l
p r in t ,  o r ig ina l  e tch ing ,  o r ig ina l  l i thograph,  o r ig ina l  engrav-
ing ,  o r ig ina l  woodcut  o r  the  l i ke ,  un less  i t  i s  an  or ig ina l
print as defined at page 7 above.

2. A dealer should del iver to a buyer a writ ten invoice
for prints sold, dist inguishing reproductions from original
prints in al l  pr inted matter, including catalogs, advert ise-
ments ,  and upon a l l  invo ices .

3. Catalog descript ions of prints should include al l  per-

t inent and signif icant information avai lable with respect
to such matters as col laboration on plate, signature or
numbering by others than the art ist,  processes used and
who used them, condit ion of print (such as cut margin
or restorat ion), states, size of edit ion and number of
impression, signature, date of execution, date of impres-
sion, cancel lat ion of plate. Such information shal l  be con-
veyed to the buyer and shal l ,  upon request, be entered
on the  invo ice .

4. Dealers should use their best efforts to obtain from
art ists, publ ishers, and other sources, and to make avai l-
ab le  to  the  pub l ic ,  ev idence tha t  work  i s  o r ig ina l ;  a  de-
script ion of how each print was made; and other pert inent

facts such as catalog information and number.

5. Dealers should help members of the public to under-
stand the dif ference between a reproduction and an
original print,  explaining processes of printmaking and
using their best efforts to foster knowledge and apprecia-

t ion  o f  f ine  pr in ts ,  new and o ld ,  avo id ing  unusua l  and
mis lead ing  te rms such as  "he l iograph"  wh ich  concea l
the fact that a reproduction is not an original print.

l3
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Ihe Artist

I t  would be highly desirable for art ists to adopt uniform

practices with respect to numbering and signing prints.

I t  is not clear at present what the aft ist 's signature on a

print stands for, and in some cases edit ions are decep:

t ively numbered and described.

The art ist should have the maximum part icipation pos-

sible in the making of the plate, block, stone or the

l i ke ,  and in  p r in t ing  f rom i t .  When he does  a l l  such  work

himself,  that fact may be indicated either by the use

of  the  te rm " imp. "  fo l low ing  h is  s ignature  or  by  some

other appropriate indication. When the art ist does not

do  a l l  the  work  h imse l f ,  an  appropr ia te  ind ica t ion  d is -

c los ing  the  fac ts  shou ld  appear  on  each pr in t ;  e .g . '  where

Mr. Jones, an art ist,  does not do his own print ing but

has i t  done by Mr. Smith, one proper type of indication

wou ld  be  "Jones  de l . " - "Smi th  imp. "

However, in transfer l i thography, where the art ist made

a drawing  on  t rans fer  paper  w i th  l i thograph ic  ink  o r

crayon, for the purpose of having the image thereafter

transferred to a stone without photographic processes,

the art ist may be considered as having made the image

which is on the stone.

An art ist should not sign a reproduction of his work

unless i t  is clearly indicated that the work is a repro-

duc t ion  and no t  an  or ig ina l  Pr in t .

Trial proofs pul led while work is in progress, representing

various unfinished states, are not part of the edit ion. Al l

impressions from the completed plate are part of the

same ed i t ion .  The max imum s ize  o f  the  ed i t ion  shou ld

appear on each impression. The art ist is free to print less

but not more than the number indicated. Art ist 's proofs

are included in the total number of the edit ion-the

number of such proofs being entirely in the discret ion of

the art ist.

There is no reason, from an aesthetic standpoint, why

the  number  o f  p r in ts  in  an  ed i t ion  shou ld  be  l im i ted ,

except that the quali ty of impressions may deteriorate in
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certain media i f  too many are printed. However, i f  i t  is
c la imed tha t  an  ed i t ion  is  l im i ted .  i t  must  be  l im i ted  in
fact.

An edit ion should be referred to as " l imited" only when
each print shows the total size of the edit ion. No hard and
fast rule can be made at present as to the serial num-
bers  upon each pr in t  in  an  ed i t ion .  In  cer ta in  med ia-
for example, drypoint and aquatint-the f irst prints pul led

are often superior to later ones. However, for color prints
two or more plates are used, and after the f irst print ing
the  pr in ts  a re  usua l ly  hung up  to  d ry .  l t  i s  un l i ke ly  tha t
the  second pr in t ing  w i l l  be  done in  the  same order  as
the  f i rs t ;  thus ,  the  ind iv idua l  number  on  the  pr in t  i s
often misleading. Art ists should use their best efforts to
number  ind iv idua l  p r in ts  cor rec t ly  and to  fo rmula te
s tandards  fo r  such number ing .  Unt i l  such  s tandards  are
un iversa l l y  accepted ,  the  ser ia l  number  on  many pr in ts
w i l l  have l i t t le  s ign i f i cance.

l f  ,  after an edit ion has been pul led, the art ist decides
to reuse the plate, he may do so with dif ferent colors,
provided the new edit ion is marked "2nd Ed." and, i f  he
reworks the plate substantial ly, fufther prints should be
marked second state. thus: "2nd st."

When al l  pr ints to be pul led from a plate have been
printed or i f  the art ist decides not to print the entire
edit ion, he should destroy the image (as, for example, in
the case of a l i thographic stone) or cancel the plate or
other material,  so that any further impressions wil l  not
be confused with the l imited edit ion. Cancellat ion may
be effected by altering the original shape of the plate

in such a way as to alter the design; for example, on a
'rectangular 

plate a corner containing a part of the image
may be dist inct ively altered from a r ight angle to a curve.
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The historical background

Car l  Z ig rosser

The concept  o f  o r ig ina l i t y  in  p r in ts  and the  va lue  p laced

upon i t  have undergone many changes dur ing  the  cen '

tu r ies  s ince  pr in ts  were  f i rs t  made.  One must  d is t ingu ish

between several kinds of original i ty, a confusion part ial ly

due to  the  na ture  o f  the  graph ic  p rocesses .  One mean ing

relates to the art ist and his work. The original af i ist is

the creator, prime mover, inventor as contrasted with the

copy is t  o r  fo l lower :  Rembrandt  as  aga ins t  Ferd inand Bo l '

or the Apostle St. John engraved by the Master ES as

against the copy of the same subject by Van Meckenem.

Two o ther  uses  o f  the  word  or ig ina l  a re  pecu l ia r  to  p r in t -

mak ing .  In  p r in ts ,  there  are  no t  one bu t  many or ig ina ls

(used as  a  noun) ,  s ince  the  graph ic  med ia  were  spec ia l l y

devised for the purpose of creating mult i-originals. Each

fine print is therefore an original,  whereas of a paint ing

or  d rawing  there  is  on ly  the  one or ig ina l .  When used as

an ad.ject ive, as in original etching, there is the implica-

t ion that the print was designed and executed by cne

and the  same person.  Thus ,  in  the  or ig ina l  e tch ing '

Whist ler 's Nocturne, of the f irst Venice Set, the art ist

drew the design on the copper, etched i t  with acid, and

printed the proof himself,  in contrast with a reproductive

print,  such as The Massacre of the lnnocents, which was

engraved by Marc Antonio Raimondi but copied after

the  drawing  by  Raphae l .  There  has  been a  tendency '

recently, to l imit original prints str ict ly to those in which

the art ist has performed every step of the process, in-

cluding the print ing, as in Whist ler 's Nocturne. Where

the  p la te  was executed  in  a  re la t i ve ly  s imp le  techn ique

and no color was involved and where a large edit ion was

called for, as in Whist ler 's Black Lion Wharf, the plate

was turned over for print ing to a professional printer (the

El l i s  and Greene pr in te r ,  o r  Gou ld ing) .  But  recent ly  w i th

the  use  o f  complex  in tag l io  techn iques  inc lud ing  co lo r '

as employed by Lasansky or Peterdi for example, the

ar t i s t  ma in ta ins  tha t  on ly  he  is  capab le  o f  car ry ing  ou t

the  u l t imate  in ten t ion  in  p r in t ing .

l o

Today we are  much more  consc ious  o f  o r ig ina l i t y  in

al l  senses of the word than our forefathers were. In the

la te  Midd le  Ages when pr in ts  began to  be  made in  Eu-

rope, the idea of original i ty did not exist;  there were tra-

d i t iona l  themes and t rad i t iona l  modes o f  dep ic t ing  them

which  were  t ransmi t ted  f rom ar t i s t  to  a r t i s t  and genera .

t ion to generation. Art ists copied and recopied each

other 's  work  w i thout  any  sense o f  gu i l t .  In  the  med iaeva l ,

and to a large extent in the oriental conception of art,

the  ar t i s t ' s  persona l i t y  was  submerged in  h is  work .  P ic -

tures were not signed. The earl iest signatures on prints

were  marks  or  monograms such as  E.S.  o r  MS (Master

ES or  Mar t in  Schongauer ) ;  and i t  has  been suggested

that these marks-fol lowing the practice of goldsmiths-

were  ha l lmarks  or  guarantees  o f  hones t  and master ly

workmansh ip  ra ther  than s ignatures  in  the  modern  sense

of  the  word .  Gradua l ly ,  however ,  as  p r in ts  and ease l
pa in t ings  became t ranspor tab le ,  and there fore  acqu i red

use and value as personal property, the art ist 's name be-

came a  va luab le  asset ;  and h is  p roduc t ion ,  i ssued under

h is  own t rademark ,  became a lmost  a  spec ia l  b rand o f

merchand ise .  Beg inn ing  a t  the  t ime o f  the  Rena issance '

anonymi ty  was rep laced by  the  emphas is  and exp lo i ta -

t ion of the art ist 's individual personali ty. The concept

of plagiarism and forgery came about very gradually as a

controversial issue. When Diirer went to Venice in 1505

to protest Raimondi 's wholesale plagiarism of his Life of

the Virgin series and other prints, the only satisfact ion

he cou ld  ob ta in  f rom the  au thor i t ies  was tha t  Ra imond i

was en jo ined f rom us ing  D i i re r ' s  monogram.  In  the  XVl l

century art ists occasional ly received protection against

f raudu len t  copy ing  as  a  spec ia l  favor  f rom ru l ing  mon-

archs .  On cer ta in  p r in ts  pub l i shed by  Rubens,  fo r  ex-

ample, are engraved the words cum privi legi is regis
(with the privi leges or protection of the king)'  The f irst

general copyright law was passed by the Brit ish Parl ia-

ment in 1735 upon peti t ion of Hogarth and others who

had suffered from plagiarism and piracy. Thereafter,

Hogarth's engravings-the series Rake's Progress for ex-

ample-bear the l ine Published according to Act of

Parl iament. Since then, the art ist 's r ights in his own

design are fair ly well  establ ished in most countr ies, in

pr inc ip le  a t  leas t .

Again, today, we are more conscious of execution, the

art ist 's personal touch, than were earl ier print amateurs.

They were more apt to value the print not for i ts own
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sake bu t  as  a  sur rogate  o f  a  d rawing  or  pa in t ing .  They
were  more  concerned w i th  a  genera l i zed  ou t l ine  o f  the
compos i t ion  as  suggest ive  o f  sub l ime and nob le  des ign .
They  accepted  the  reproduc t ive  l im i ta t ion  o f  the  pr in t

and d id  no t  demand the  persona l  touch o f  the  des igner 's
hand.  l t  must  be  remembered tha t  the  ch ie f  func t ion
of  p r in tmak ing  th roughout  i t s  ear ly  h is to ry 'was  repro-
duc t ive .  The "or ig ina l "  p r in t ,  as  we va lue  i t  today ,  by

Rembrandt, Goya, Degas, Mantegna, for example,. was

the  except ion  ra ther  than the  ru le .  A  s t r i k ing  example

of this att i tude may be seen in Van Dyck's lconography.
Of  the  hundred odd des igns  wh ich  Van Dyck  made fo r  h is
ga l le ry  o f  famous men,  on ly  f i ve  o f  the  e igh teen wh ich
he actual ly etched, remained intact. The other thirteen
were "f inished," and al l  thb rest completely engraved
by professional craftsmen after his drawings. He had in'
tended to  do  the  who le  se t  h imse l f ,  bu t  had abandoned
the idea because his own presentation was unpopular.
Today we are  ex t ravagant  in  our  appra isa l  o f  h is  o r ig ina l
etchings, in comparison with the rest of the lconography.

I t  was  in  the  XIX century  tha t  the  concept  o f  the  or ig -
ina l  p r in t  began to  emerge in  tang ib le  fo rm.  The inven-

t ion of photography early in the century was a cri t ical
po in t  in  the  h is to ry  o f  p r in tmak ing ,  bu t  i t s  fu l l  impact
was not real ized unti l  the end of the century, when i ts
applications to photomechanical reproduction were per-

fected. The effect was revolut ionary and far reaching. As
was said in Six Centuries of Fine Prints, New York, 1937:

"Through the development of photoengraving, the l ine

cut and the halftone, i t  (photography) str ipped regular
printmaking completely of i ts reproductive function. .  .  . '
The art ist who now makes prints speaks not as a copyist
but as a creative art ist working direct ly in a graphic

med ium.  Th is  has  necess i ta ted  a  new or ien ta t ion ,  a  new
justi f icat ion for prints. They must stand or fal l  as a;n
independent  a r t . "

There were also active spokesmen on behalf of the
or ig ina l  p r in t  f rom about  the  midd le  o f  the  XIX century
onward. Whist ler preached the gospel by precept and

example. Seymour Haden wrote a pamphlet in 1883, The

Relative Claims of Etching and Engraving to Rank as
Fine Arts, in which he coined the phrase painter-etchers

and painter-engravers as opposed to reproductive crafts-
men.  For  the  purpose o f  h is  a rgument  he  c lass i f ied
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a l l  the  c rea i i ve  v i r tues  under  the  head ing  o f  e tch ing
and a l l  the  du l l  mechan ica l  p rac t ices  under  the  head o f
engraving: "The essential dif ferences between etching
and engrav ing  may,  there fore ,  be  descr ibed as  o f  two
kinds-dif ferences of principle, and dif ferences of tech-
n ique-and these aga in  be  expressed,  no t  inap t ly ,  by
some-  such fo rmula  as  the  fo l low ing :  'E tch ing ,  depend ing
on bra in .  impu lse ,  i s  persona l ;  

,and the  c rba t ive  facu l ty
be ing .ch ie f l y  engaged in  i t ,  invent ion ,  sens ib i l i t y ,  and
the  va f ious  a t t r ibu tes  wh ich  make up  the  sum o f  gen ius ,
be long to  i t  and  cons t i tu te  i t  an  ar t .  Engrav ing  be ing
without personali ty-except such as may be supposed to
be invo lved in  the  ac t  o f  copy ing  or  t rans la t ing  the  work
of another-original i ty, and al l  the attr ibutes which attend
the exercise of the creative faculty, are absent from it ,
and. conbti tr l te i t  a m6tier. '  "  The question of originals
versus photomechanical reproductions also came up later
in  the  XIX century .  S i r  Huber t  Herkomer  was sharp ly
cri t iclsed . in the Brit ish press by Walter Sickert and
Joseph Penne l l  fo r  se l l ing  photogravures  o f  h is  pa in t ings
as  or ig ina l  e tch ings .  The in f luence o f  Whis t le r  and Haden
bore fruit  in England and America in the high regard
p laced upon or ig ina l  e tch ing  a t  the  beg inn ing  o f  the
XX century. In spite of the fact that this appreciat ion was
l imited to etching (and, as i t  has turned out, often to
etchings by art ists of mediocre potential) i t  was a step
toward  the  recogn i t ion  o f  p r in tmak ing  as  a  major  med ium.
In France, although many of their great art ists have made
or ig ina l  p r in ts  in  one fo rm or  another ,  there  is  s t i l l  a  la rge
body o f  op in ion  wh ich  has  no  h igh  regard  fo r  p r in tmak ing
as a creative medium, and considers i t  a reproductive
process for the luxury trade. Even after the photome-
chanical reproductive processes were ful ly perfected, "de
luxe , "  pub l i ca t ions  were  issued conta in ing  reproduc t ions
of paint ings etched by mediocre art ists or professional
p r in te rs ,  des igned to  have a  luxury  o r  snob appea l  ( in -
c lud ing  such eye ca tchers  as  Japan ve l lum paper ,  mar"
g ina l  " remarques, "  l im i ted  ed i t ions ,  and fancy  b ind ings) ,
a l though in  rea l i t y  these "handmade"  p roduc t ions  were
inferior-as far as f idel i ty to the original paint ings were
concerned-to regular process prints. This fact and the
presence o f  h igh ly  sk i l led  c ra f tsmen in  p r in t ing  and
co lor  work  have brought  about  some o f  the  ques t ionab le
practices in vogue today in France. l f  there are fools,
chief ly from America, eager in their ignorance, to pay
high prices for reproductions in the bel ief that they are
or ig ina l  p r in ts ,  who is  to  d is i l lus ion  them?

I
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Pr in tmakers  in  Amer ica ,  more  than in  any  o ther  count ry

today, feel an obl igation to perform every step in the
production of a print from the preparation of the plates,

blocks, or stones to the print ing of the f inished impres-

s ions .  Th is  may be  due in  par t  to  a  dear th  o f  sk i l led
professional printers, who might rel ieve the art ist of part

o f  the  burden,  and in  par t  to  a  sense o f  ded ica t ion  cn

the part of the art ist to what he considers a major crea'

t i ve  med ium,  and wh ich  impe ls  h im to  par t i c ipa te  in

every step of i t .  There is among certain printmakers, as

among certain abstract-expressionist painters, an uncom-
promising, almost rel igious fervor which exalts their self

expression as a law unto i tself .  l t  is possible that too
great  a  va lue  can be  p laced on  or ig ina l i t y  and abso lu te
par t i c ipa t ion .  One wonders  i f  these pr in tmakers  in  the i r

eagerness to-establ ish graphic art as a major creative

medium o f  equa l  rank  w i th  pa in t ing  and the  p las t i c  a r ts ,

are negating the very idea of the print as a moderately
pr iced  mul t i -o r ig ina l .  Cer ta in ly  the  la rge  s ize ,  the  com-
plexity of color, and the extremely l imited edit ions of

many recent prints are designed to compete direct ly
with paint ings. These speculat ions, however, are beside
the point: the art ist wi l l  go on to fulf i l l  his destiny no

matter what the cri t ics say. What is pert inent is the

h igh  va lue  p laced upon or ig ina l  p r in ts  in  Amer ica  by

the art ists and especial ly by the public, relat ively pros-

perous and eager to own original works of art.  When a
public, thus condit ioned, is offered signed prints by fa'

mous art ists which i t  assumes to be original prints but
actual ly are reproductions by a ski l led craftsman, then

the question of fraud raises i ts ugly head.

The practice of signing prints in penci l  is of fair ly

recent origin. The earl iest prints were not signed at al l .

Later a signature or monogram was placed direct ly on the
plate, block, or stone, either in the composit ion or in the

margin direct ly below. Most reproductive prints, logical ly,

have no ta t ions  in  the  marg in  ind ica t ing  the  pa in te r  and

engraver; for instance on the Vi l lage Dance is engraved

on the left  Rubens pinx, (Rubens painted i t)  and on the

right Bolswert sculp. (Bolswert engraved i t) .  Whist ler

and Haden were  among the  f i rs t  to  s ign  the i r  p r in ts  in

penc i l .  Whis t le r ' s  la te r  p r in ts  were  s igned w i th  h is  But -

te r f l y  mark  and the  word  imp. ,  ind ica t ing  tha t  he  a lso
printed the plate. Whist ler 's and Ha'den's earl ier prints

were issued unsigned. The theoretical just i f icat ion for

the  ar t i s t ' s  s ignature  in  penc i l  i s  the  imp l ica t ion  tha t  he
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inspected the impression and approved of i t .  l t  is

amus ing  to  no te  tha t  Haden wou ld  s ign  any  ear ly  un-

s igned pr in t  b rought  to  h im fo r  the  fee  o f  a  gu inea.  The

la te r  Br i t i sh  and Amer ican Schoo ls ,  Cameron,  Bone,

Arms,  and the  l i ke ,  were  qu i te  met icu lous  in  the  pr in t ing

and s ign ing  o f  the i r  p roo fs .  Today prac t ica l l y  a l l  p r in ts

are  s igned in  penc i l  by  the  ar t i s t ,  and the  s ignature  is

assumed to  be  a  guaranty  o f  au thent ic i t y  and or ig ina l i t y .

Reproduction of paint ings or prints have also been
issued,  p resumably  in  l im i ted  ed i t ions  and s igned in
penci l  by the art ist.  The theoretical just i f icat ion again

is that the art ist has seen and approved of the print.  l t

i s  o f  course  a  leg i t imate  en terpr ise .  Jacques V i l lon  made

a number  o f  co lo r  p r in ts  a f te r  pa in t ings  by  Mat isse ,

Picasso, and the l ike. The prints were issued in l imited
quanti t ies, and each print was signed both by the painter

and by the engraver. l f ,  however, the craftsman-repro-

ducer  does  no t  s ign  the  pr in t  bu t  the  des igner  does ,  o r

i f  the work is reproduced photomechanical ly without any

mention thereof, then there is nothing to indicate whether

the  s igned pr in t  i s  an  or ig ina l  o r  a  reprcduc t ion .  In  th is

ambiguous l igh t  the  prac t ice  o f  s ign ing  reproduc t ions  in
penc i l  i s  h igh ly  ques t ionab le .

In the past there was a division of labor in the pro-

duction of prints. The eai l iest woodcuts were the prod-

uct of two sets of hands, the designer and the wcodcutter

or Formschneider, In the XVI century the names of the

designers general ly became known, whereas the wood-

cutters usually remained anonymous but often highly

ski l led craftsmen. We do, however, know the names of

several,  such as Lri tzelberger, who cut Holbein's Dance

of Death, and Boldrini who cut blocks for Tit ian. Dtirer

did not cut his own woodblocks although he engraved

his own copper engravings. We do not think the less

of DLirer 's woodcuts or those of Cranach, because they

were  cu t  by  o ther  hands .  Among Ch inese and Japanese
prints l ikewise there was a division of labor between the

designer, the woodcutter, and the printer; and the f inest

Japanese pr in ts  a re  he ld  in  h igh  es teem.  Here  and

today, the art ists cut and print their own blocks; and

even in  Japan there  is  a  new k ind  o f  o r ig ina l  p r in t

"sosaku Hanga," fol lowing the example of the West in

un i t ing  the  func t ions  o f  the  des igner ,  cu t te r ,  and pr in te r .

I t  has happened occasional ly that electrotypes have

been made direct ly from a wood block and that prints

were then taken from the metal plate instead of from the
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wood, as for instance with some of the reproductive wood

engrav ings  o f  T imothy  Co le .  A l though i t  wou ld  be  ex-

t remely  d i f f i cu l t  to  d is t ingu ish ,  on  v isua l  ev idence a lon6,

between prints from the two dif ferent sources, purists

c la im tha t  on ly  those f rom wood are  en t i t led  to  rank  as

true prints.

ln  the  ear ly  days  engrav ings  or  e tch ings  were  probab ly

pr in ted  in  the  ar t i s ts 's tud ios  (Durer 's  o r  Rembrandt 's

fo r  example)  by  pup i l s  and apprent ices .  La ter ,  p ro fes-

sional plate printers appeared: Bosse has a picture of

such a  s tud io .  Some o f  the  XIX century  p r in te rs -Eugdne

DelAtre or Frederick Goulding-were renowned for the

beauty and expertness of their print ing. We do not value

a f ine  Meryon e tch ing  the  less  fo r  hav ing  been pr in ted

by DelAtre. The technical treatment was relat ively un-

complicated and the effect was dependent on straight '

forward drawing and subtle bit ing. A sensit ive printer,

g iven  a  mode l  to  fo l low,  cou ld  p roduce any  number  o f

beaut i fu l  impress ions  up  to  the  l im i t  o f  the  l i fe  o f  the

copper plate. When, however, the plate became worn

with repeated print ings and was reworked and reinforced

by  fo re ign  hands,  the  qua l i t y  o f  the  impress ions  de-

teriorated, as the sad specimens of late Rembrandts,
Van Dycks, Piranesis, Goyas, and other Ghalcographie
pr in ts  can p la in ly  bear  w i tness .  Nonethe less  th is  nega '

t ive judgment refers chief ly to the quali ty of the impres'

s ion :  such pr in ts  a re  s t i l l  o r ig ina l  p r in ts ,  a l though pa le

ref lect ions of f ine early examples. Fraud enters into the

s i tua t ion  on ly  where  some one,  t rad ing  on  the  name and

fame of the art ist,  misrepresents the quali ty of late im-
press ions  fo r  commerc ia l  ga in .  The cu l t i va ted  amateur

or  co l lec to r  i s  much more  consc ious  o f  p r in t ing  qua l i t y

today  then in  the  pas t .  l f  th is  were  no t  t rue ,  then the

var ious  cha lcograph ies  o f  Rome,  Par is ,  and Madr id  wou ld

never have come into being.

The professional printer has been more consistently

employed in  l i thography  than in  the  o ther  g raph ic  med ia .

Even today relat ively few art ists print their own l i tho-
graphs .  Th is  may be  due par t l y  to  the  fac t  tha t  a  l i tho-
graph ic  p ress  is  cumbersome and wou ld  occupy  a  la rge

space in  an  ar t i s t ' s  s tud io ,  bu t  ch ie f l y  to  the  fac t  tha t
qua l i t y  in  p r in t ing  is  dependent  upon manua l  man ipu la -

t ion  and in tang ib les  o f  l cng  exper ience.  One cannot

learn  much about  l i thograph ic  p r in t ing  f rom a  techn ica l

manua l .  There fore ,  th roughout  the  h is to ry  o f  l i thography '
p r in ts  have been cons idered or ig ina ls  and in  fac t  g rea t
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masterpieces, even though they were not printed by the
ar t i s t -Goya 's  Bu l l f igh ts ,  fo r  example ,  o r  the  l i thographs
of  Tou louse-Laut rec .  In  mak ing  a  l i thograph i t  i s  poss ib le
fo r  an  ar t i s t  to  d raw not  on ly  on  s tone or  a  meta l  p la te
but  a lso  on  a  p iece  o f  paper  f rom wh ich  the  des ign  can
be transferred to the stone by a ski l led printer. The
practice of transfer print ing dates back to Senefelder's
example ,  bu t  some pur is ts  c la im tha t  p r in ts  made by
th is  method are  no t  o r ig ina ls  bu t  reprcduc t ions .  The
issue was se t t led  once and fo r  a l l  in  a  ce lebra ted  l ibe l
su i t ,  ins t i tu ted  by  Penne l l  and Whis t le r  aga ins t  Wal te r
Sickert in 1897 in reply to an art icle in the Saturday Re-
view. Sickert had argued that to pass off drawings on
paper  as  l i thographs  was mis lead ing  " to  the  purchaser
on the  v i ta l  oo in t  o f  commerc ia l  va lue . "  A f te r  a  parade

of  d is t ingu ished w i tnesses  and the  c i ta t ion  o f  h is to r ica l
ev idence,  a  verd ic t  was  found aga ins t  S icker t ,  and t rans-
fe r  l i thographs  were  es tab l i shed as  leg i t imate  or ig ina l
prints. Usually the art ist,  after the transfer has been
made,  cont inues  to  work  on  the  s tone.  One use o f  the
t rans fer  does  lead to  ques t ionab le  p rac t ices ,  namely
when the  f in ished drawing  on  a  s tone is  t rans fer red  to
another  s tone so le ly  fo r  the  purpose o f  mak ing  a  la rge
ed i t ion .  Some o f  Whis t le r ' s  l i thographs  appeared in
publications-The Studio, The Albermarle, The Art Jour-
na l ,  fo r  example .  Whis t le r ' s  o r ig ina l  d rawing  on  s tone
was transferred to other stones for the oroduction of the
necessar i l y  la rge  ed i t ions .  Whatever  qua l i t y  the  hand
proofs  migh t  have had van ished in  the  mechan ica l  p r in t -
ing ;  and such pr in ts  on  med iocre  paper  migh t  be  ca l led
reproduc t ions  though they  o f ten  pass  fo r  o r ig ina ls .

The techn ique known as  o f fse t  l i thograph ic  p r in t ing
poses  a  spec ia l  p rob lem.  The des ign  is  no t  p r in ted  f rom
the s tone or  p la te  d i rec t l y ,  bu t  f rom a  rubber  b lanket
wh ich  has  p icked up  the  inked image f rom the  l i tho-
graph p la te  a t tached to  a  cy l inder -a  doub le  p r in t ing ,  as
i t  were .  l t  i s  a  p rocess  wh ich  e l im ina tes  ro l l ing  up  by
hand in  the  in te res ts  o f  speed and quant i t y  p r in t ing .  l t
there fore  is  a  border  l ine  case more  s lan ted  toward
reproduc t ive  than toward  or ig ina l  p rcduc t ion .  But  oc-
cas iona l l y  an  ar t i s t  (Char lo t ,  fo r  example)  has  drawn
l i thographs  w i th  th is  p rocess  de f in i te ly  in  mind ,  and has
thereby  c rea ted  charming and e f fec t i ve  o r ig ina l  p r in ts .

The o f fse t  p r inc ip le  (no t  necessar i l y  l i thograph ic )  has
a lso  been used,  in  combina t ion  w i th  o ther  med ia  (by

Hayter  and o thers )  to  add touches  o f  co lo r  to  co lo r  p r in ts .

23



The s i l k  sc reen s tenc i l  med ium has  been adaoted  fo r
art ists'  use within the last twenty-f ive years. A number
of art ists who make original prints in the medium have
decided to cal l  them serigraphs to dist inguish them from
commercial si lk screen reproductions. The process has
a lso  been used in  con junc t ion  w i th  o ther  med iums fo r
the  produc t ion  o f  o r ig ina l  co lo r  p r in ts .

There are cases where a print was only part ial ly exe-
cuted by the art ist,  with assistance from other sources.
May such works be classif ied as original prints? Corot,
be ing  pr imar i l y  a  pa in te r  and no t  a  p ro fess iona l  e tcher ,
had t roub le  w i th  the  b i t ing  o f  h is  p la tes .  In  the  e tch ing
Souvenir d' l tal ie his fr iend Bracquemond performed that
service for him, no doubt with the col laboration of the
art ist,  who, of course, drew the design on the copper.
Such an  e tch ing  is  usua l ly  cons idered an  or ig ina l  p r in t .
When Rouault was working on his series Miserere, pho-
togravure plates were made of the prel iminary drawings.
These plates were then re-worked with burin, drypoint,
aquat in t ,  and the  l i ke ,  by  the  ar t i s t  h imse l f .  S ince  the
photomechanical work was transformed or incorporated
in  the  ar t i s t ' s  own hand l ing ,  the  f in ished produc t  may
properly be regarded as an original print.  C6zanne, who
likewise was primari ly a painter and not a professional
printmaker, drew a composit ion Bathers on a stone.
From a tr ial  proof colored by C6zanne in water color,
the printer made color separations and prepared stones
for further print ing to produce the color l i thograph. This
print,  greatly esteemed by col lectors, may be rated as
more  than ha l f  o r ig ina l ,  s ince  the  supp lementary  work
was done under the art ist 's supervision, and was based
on a model made expressly for the purpose. On the other
hand, to cite an extreme case, a famous art ist brings to
a l i thograph printer a completely f inished gouache, made
with no part icular thought of i ts use as a l i thograph and
with a treatment appropriate to the gouache medium.
He leaves i t  with the printer as the maquette for the
production of a color l i thograph. He does not perform

any of the steps of the production himself,  and further-
more the model he furnishes is not executed in a style
adapted to the l i thograph medium for which i t  is destined.
The f in ished l i thograph,  du ly  s igned by  the  ar t i s t ,  can
be regarded only as a reproductive print.  The technician,
who translated the composit ion to stone, also deserves
some recogn i t ion  fo r  h is  share  in  the  f ina l  p roduc t .

In  conc lus ion ,  one may summar ize  the  prob lem o f
reproductive versus original prints somewhat as fol lows.
Due to  the  impact  o f  photography  and photo  mechan ica l
processes, a new att i tude toward printmaking has de-
veloped which stresses the original,  the creative factor.
In  genera l ,  one may say  tha t  hand work  i s  bound up  w i th
art and original execution as opposed to automation
and mechan ica l  p rocesses .  When Emi le  Zo la  wro te  h is
pamphle t  in  de fense o f  Manet 's  much-cr i t i c ized  pa in t ing
Olympia ,  and i t  seemed des i rab le  to  inc lude an  i l lus t ra -
t ion ,  Manet  h imse l f  made an  e tch ing  o f  i t .  l t  was  no t  a
reproduc t ion  o f  the  pa in t ing ,  though i t ' se rved as  one.
I t  was  ac tua l l y  a  t rans la t ion  o f  the  sub jec t  in to  another
medium, a variant of the art ist 's conception. We are
grateful for the occasion which induced Manet to make
an or ig ina l  e tch ing ,  des igned and executed  by  h imse l f .
Today such a pamphlet would probably be i l lustrated with
a process color reproduction,

In  the  pas t  the  name o f  the  ar t i s t  o r  des igner  and the
name of the reproducing craftsman appeared on reproduc-
t ive engravings as a matter of course. Sometimes even
the t i t le of the picture and the name and address of
the publisher (exec. or excudit) were also engraved on
the plate. Today this tradit ion has been broken and i t  is
not common practice to indicate the name of the repro-
ducing craftsman on the print,  with the result that such
prints often pass for originals because everywhere the
accent  i s  on  the  or ig ina l  p r in t .

In our era, then, the graphic art ists-part icularly Hay-
ter and the Americans-tend to view printmaking as a
major  med ium;  and th is  po in t  o f  v iew,  wh ich  has  a lso
spread among c r i t i cs ,  museum peop le ,  and the  buy ing
public, has tended to glori fy original i ty and creation. l t
may be that too high a premium is being placed upon
these values in the l ight of graphic tradit ion. There is
an  or ig ina l i t y  o f  des ign  (wh ich  can s t i l l  appear ,  a l though
diluted, in reproductions) and there is an original i ty of
execution (upon which the modern art ists set great store).
In past print history, the invention per se, the design and
the message, were what the public looked for and prized.
To be sure, the original art ist of old also was concerned
with the execution and with the effort to clothe his con-
ception in the most perfect form possible. But that
concern was his private affair,  related to his art ist ic
conscience, and of interest, possibly, only to his fel low
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practi t ioners, but certainly not to the layman in general.
The modern  ar t i s ts  (and th rough them now the  pub l ic
at large) tend to be conscious not only of what they say
but also of how they say i t .  Indeed they almost make
the latter the prime creative motivation. Thus, when
they  make a  pr in t ,  they  main ta in  tha t  i t  i s  a  comple te
aesthetic enti ty, a perfect fusion of concept and form, a
work  o f  a r t  wh ich  cou ld  no t  ex is t  in  any  o ther  shape or
fo rm,  and wh ich  is  fu l l y  the  equa l  in  va l id i ty  and impact
of an oi l  paint ing, irrespective of whether i t  exists in
one or  more  impress ions .  But  in  any  es t imate  o f  rank
between major and minor art,  one must remember that
printmaking real ly cannot count on the st i l l  potent asset
of uniqueness, as can paint ing, drawing, and to a lesser
extent, plast ic art (which also has i ts problem with casts
as  mul t i -o r ig ina ls ) .  The t ransva lua t ion  o f  p r in tmak ing
from minor into major, however, is in the spir i t  of the
age, and must be reckoned with. l t  is imperative above
all  that we come to terms with certain att i tudes-hold-
overs from the past-which, being less scrupulous in
discrimination between original and reproductive, are
caus ing  confus ion  and misunders tand ing .

These notes are designed to review objectively the
confl ict ing standards of business moral i ty held by some
art ists and some dealers. l t  may turn out that the prob-
lem is one of semantics rather than ethics. We must
make the issue widespread and make clear just what the
difference is between original and reproductive. These
notes also aim to place this very modern problem into
some sort of historical perspective in order to serve as a
corrective, possibly, of any uninformed cri t icism from the
modern point of view of various practices in the past.
Those practices might be deemed questionable today,
whereas they were quite legit imate in the framework of
the i r  t ime.

Draft of resolution, pages 28,29.

Tariff act and regulations, pages 30, 31.

Some books 0n fine prints and printmaking,
pages 32 to 35.
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Draft of resolution

adopted by the Third lnternational Congress of Plastic

Arts, Vienna, September 1960.

ESTAMPES ORIGINALES

1. l l  appart ient i  I 'art iste graveur, et seulement )
celui-ci,  de f ixer le nombre d6finit i f  de chacune de ses
oeuvres graphiques dans les diff6rentes techniques: gra-
vure, l i thographie, etc.

2. Chaque planche, pour 0tre consid6r6e originale, doit
porter non seulement la signature de I 'art iste, mais
6galement I ' indication du nombre total des t irages et le
num6ro de s6rie de la planche.

L'art iste peut 6galement mentionner qu' i l  a lui-
m6me proc6d6 au t irage.'

3. l l  est souhaitable qu'une fois les estampes t ir6es,
la planche d'origine soit ray6e ou qu'el le porte tout autre
signe dist incti f  indiquant que le t irage est termin6.

4. Les principes sus-indiqu6s s'appliquent aux oeuvres
graphiques qui peuvent 6tre consid616es comme ori-
ginales c'est, i-dire d des oeuvres imprim6es dont les
planches ont 6t6 ex6cut6es par l 'art iste. Les oeuvres qui
ne 16pondraient pas i ces condit ions devraient Otre
consid6r6es comme des "reproductions."

5. En ce qui concerne les reproductions, aucune rdgle
n'est possible. Toutefois, i l  est souhaitable que les
reproductions soient .d6cla16es comme tel les et, par
cons6quent, dist ingu6es sans aucune 6quivoque possible
des oeuvres graphiques originales. Ce principe s'ap-
pl ique part icul idrement aux productions d'une quali td
tel le que l 'art iste, d6sirant recconaitre le travail  ma-
t6riel lement ex6cut6 par I ' imprimeur, s'estime pleine-
ment justi f i6 d les signer.

Note ("):  Aux Etats-Unis d'Am6rique, I 'art iste
qu i  a  lu i -m6me proc6d6 au  t i rage de  ses  p lan-
ches fait  suivre sa signature des lettres " lmp."
( impress i t ) .
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ORIGINAL PRINTS

1. lt is the exclusive right of the artist-printmaker to
f ix the definit ive number of each of his graphic works in
the different techniques: engraving, lithography, etc'

2. Each print, in order to be considered an original,
must bear not only the signature of the art ist, but also
an indication of the total edit ion and the serial number
of the print.

The art ist may also indicate that he himself is the
printer.'

3. 0nce the edit ion has been made, i t  is desirable that
the original plate, stone, woodblock, or whatever material
was used in pull ing the print edit ion, should be defaced
or should bear a dist inctive mark indicating that the
edit ion has been completed.

4. The above principles apply to graphic works which
can be considered originals, that is to say to prints for
which the artist made the original plate, cut the wood-
block, worked on the stone or 0n any other material.
Works which do not fulf i l l  these condit ions must be
considered "reproductions."

5. For reproductions no regulations are possible. How-
ever, i t  is desirable that reproductions should be
acknowledged as such, and so dist inguished beyond
question from original graphic work. This is part icularly
so when reproductions are of such outstanding quality
that the artist, wishing to acknowledge the work materi-
ally executed by the printer, feels justified in signing
them.

Note (o): In the United States of America,
when the art ist himself is the printer he places

the letters " lmp." ( impressit ,  he printed i t)
after his signature.



Tariff act and regulations

After providing that unbound etchings, engravings, wood-
cuts, l i thographs and prints made by other hand transfer
processes may enter free of duty, par. 1807 of the Tarif f
Ac t  de f ines  these pr in ts  as  inc lud ing  , ,on ly  such as  are
printed by hand from plates, stones, or blocks etched,
drawn, or engraved with hand tools and not such as
are printed from plates, stones, or blocks etched, drawn.
or engraved by photochemical or other mechanical
processes. "

The pert inent regulat ion (par. 10.48) provides in part
as fol lows:

10.48 Original paintings, engravings, drawings, sculp-
ture, etc.

(a) Invoices covering works of ar.t  claimed to be free
of duty under paragraph 1807, Tarif f  Act of 1930, as
amended, shal l  show whether they are originals, repl icas,
reproductions, or copies, and also the name of the art ist
who produced them,  un less  upon examinat ion  the  ap-
praiser is satisf ied that such statement is not necessarv
to a proper determination of the facts.

(b )  The fo l low ing  ev idence sha l l  be  f i led  in  connect ion
with the entry:

(1) A declarat ion in the fol lowing form by the art ist
who produced the  ar t i c le ,  showing whether  i t  i s  o r ig ina l ;
.  and in the case of etchings, engravings, woodcuts,
l i thographs, or prints made by other hand transfer proc-
esses, that they were printed by hand from hand-etched,
hand-drawn, or hand-engraved plates, stones, or blocks:

1 , . . . . .  . . . . . ,  d o  h e r e b y  d e c l a r e  t h a t  I  a m  t h e
painter or producer of certain works of art,  viz.: .  .  .  .  . :  .  .
covered by  the  annexed invo ice  da ted .  .  .  .  . ;  and
that the said etchings, engravings, woodcuts, l i thographs,
or prints made by other hand-transfer processes were
printed by hand from hand-etched, hand-drawn, or hand-
engraved plates, stones, or blocks.

30

(2)  A  dec la ra t ion  o f  the  se l le r  o r  sh ipper  g iv ing  the
in fo rmat ion  spec i f ied  in  (1 ) ,  i f  i t  be  shown tha t  i t  i s  im-
possible to produce the declarat ion of the art ist.

(3) A declarat ion of the importer on customs Form
3307.

(c) The declarat ion of the art ist,  or the declarat ion of
the  se l le r  o r  sh ipper  in  l ieu  thereo f ,  may be  wa ived upon
a satisfactory showing that i t  is impossible to produce
e i ther ,  bu t  the  dec la ra t ion  o f  the  impor te r  sha l l  be  re -
qu i red  in  a l l  cases .

(d) Art ists'  proof etchings, engravings, woodcuts, l i tho-
graphs, or prints made by other hand transfer processes
shou ld  bear  the  genu ine  s ignature  or  mark  o f  the  ar t i s t
as  ev idence o f  the i r  au thent ic i t y ;  in  the  absence o f  such
a s ignature  or  mark ,  o ther  ev idence sha l l  be  requ i red
which  w i l l  es tab l i sh  the  au thent ic i t y  o f  the  work  to  the
satisfact ion of the col lector.
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Some Books on Fine Prints and Printmaking
comDi led  fo r  the  Pr in t  Counc i l  by  Rober t  M.  wa lker
ctraiiman, Department of t ine Aits, Swarthmore C0llege, Swarthmore' Pa.

JEAN ADHEMAR
GRAPHIC ART OF THE 18th  CENTURY
New York .  Mccraw-Hi l l ,  1964
Ind ispensab le  as  an  in t roduc t ion .  B ib l iography .

KENNETH W.  AUVIL
SER I  G RAPHY
New York .  Pren t ice-Ha l l ,  1965
Techn iqu6s  o f  s i l kscreen pr in t ing .

DAVIO BLAND
A HISTORY OF BOOK ILLUSTRATION
New York .  Wor ld .  1958
In t roduc t jon  to  the  i l l umina ted  manuscr ip t  and the  pr in ted  book .

ANDRE BLUM
THE ORIGINS OF PRINTING AND ENGRAVING
New York ,  Scr ibner ,  1940
Discuss ion  o f  the  or ig ins  in  XVth  century  Europe.

E T F I E D  B O C K
GESCHICHTE DER GRAPHISCHEN KUNST VON IHREN
ANFAENGEN BIS ZUR GEGENWART
Ber l in ,  Propy laen,  1930
a i i l i  h is to? i  o i  t ine  pr in ts  w i th  over  500 i l lus t ra t ions  made f rom or ig ina ls '

FETIX BRUNNER
HANDBOOK OF GRAPHIC REPRODUCTION PROCESSES
New York ,  Has t ings ,  1962
Survey  o f  techn iques .

TOTHAR G.  BUC} IEIM
THE GRAPHIC ART OF GERMAN EXPRESSIONISM
New York ,  Un iverse  Books ,  1960
A new bas ic  tex t .

HENRY CLIFTE
LITHOGRAPHY
New York, watson, 1965
i i r t ioOuct ion  to  teLhn ique w i th  supp l ie rs  d i rec to ry  index .

HAROTD CURWEN
Fi iocESsrs  0F GRAPHtc  REPRoDUor l0N lN PRINTING
New York ,  Dover ,  1958
Rev ised ed i t ion  by  Char les  MaYo.
cons idera t ion  o{  bo th  f ine  ar ts  and mechan ica l  p rocesses .

ADoLPH DEHN and LAWRENCE BARRETT

HOW TO DRAW AND PRINT L ITHOGRAPHS
New York ,  Amer ican Ar t i s ts  Group,  1950
ln t roduc t ion  to  g raph ic  techn iques .

FRANK and DoRoIHY GETIEli l
T H E  B I T E  O F  T H E  P R I N T
New York, Potter, 1963
i ;Sat i re  and i rony  in  woodcuts ,  engrav ings ,  e tch ings ,
l i thographs ,  and ser ig raPhs. "

ANNE LYON HAIGHT, EtI.
PORTRAIT OF LATIN AMERICA AS SEEN BY HER PRINTMAXERS
New York ,  Has t ings ,  1946
Survey of XXth century Latin American prints'

STANTEY W, HAYTER
ABOUT PRINTS
New York ,  ox fo rd  U.P. ,  1966
i ; ;n i ; ; i ; ; i  ; 'G id i t i ! - .on iemporarv  p r in tmaker .  B ib l ios raphv '  NBW ed i t ion '
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STANTEY W. HAYTER
NEW WAYS OF GRAVURE
New York ,  ox fo rd  U.P. .  1966
"A prac t ica l  gu ide  to  l ine  engrav ing ,  e tch ing ,  d ry  p0 in t ,
aquat in t ,  and b i t ten  tex tu res . "

JUTES HELTER
MODERN LITHOGRAPHY
New York ,  Ho l t ,  1950
Bas ic  in t roduc t ion .

JUTES HELTER
PRINTMAKING TODAY
New York .  Ho l t .  1958
Contemporary  p r in tmak ing  in  the  '50s .

ARTHUR M.  HIND
GUIDE TO THE PROCESSES AND SCHOOLS OF ENGRAVING
London.  Br i t i sh  Museum.  1952
Conc ise  in t roduc t ion  in  pamphle t  fo rmat .

ARTHUR M.  HIND
AN INTRODUCTION TO A HISTORY OF WOODCUTS
New York. Dover. 1963
Two vo lume paperback  f i rs t  pub l i shed in  1935.
Comprehens ive  and bas ic  s tudy ,

ARTHUR M.  HIND
A HISTORY OF ENGRAVING AND ETCHING
New York .  Dover .  1963
PaDerback  ed i t ion  based on  the  th i rd  ed i t ion  o f  1923.  S tandard  work .

OWEN E. HOIIOWAY
GRAPHIC ART 0F JAPAN:  THE CLASSICAL SCHOOL
L o n d o n .  T i r a n t i . 1 9 5 7
Authoritative.

wt [L taM M.  tv lNs ,  JR.
PRINTS AND VISUAL COMMUNICATION
Cambr idge,  Mass . ,  Harvard  U.P. ,  1953
A specu la t i ve  s tudy  0 f  communica t ion  th rough p ic tu res  s ince  the  Rena issance.

wtLUAM M.  tv tNS.  tR .
HOW PRINTS LOOK
Boston ,  Beacon,  1962.  Paper
Comments  on  magn i t ied  de ta i l s  o f  p r in ts  by  o ld  masters .

wtrLrAM M. rvrNs, rR.
NOTES ON PRINTS
Da Capo Press ,  New York ,  1967
Repr in t  o t  1930 ed .
l l lus .  h is to ry  o f  o r ig ins  and deve lopment .

RICHARD LANE
MASTERS OF THE JAPANESE PRINT
New York ,  Doub leday ,  1962
Bas ic  survey  o f  p r in tmak ing  in  Japan f rom the  XVl l th  to  the  XXth  century .

JEAN TARAN
L'ESTAMPE
Par is ,  Presses  Un ivers i ta i res  de  France,  1959
Two volumes (text and over 400 plates).
Genera l  survey ;  b ib l iography ;  b iograph ies .

STEPHEN LONGSTREET
TREASURY OF THE WORLD'S GREAT PRINIS
New York .  S imon & Schuster ,  1961
| | | ustrations.

ERNEST t. TUMSDEN
THE ART OF ETCHING
New York. Dover. 1962
Paperback  ed i t lon  o f  1929 ed i t ion .  In fo rmat ive  on  h is to ry  and techn ique.

JAMES MICHENER
JAPANESE PRINTS FROM THE EARLY MASTERS TO THE MODERN
Rut land,  V t . ,  Tu t t le ,  1963
In t rodu i t ion  by  Michener .  Notes  on  pr in ts  by  R ichard  Lane.  Genera l  survey .



HANS ALEXANDER MUEt tER
W00DCUTS AND W00D ENGRAVINGS:  HOW I  MAKE THEM
New York ,  Pynson,  1939
lnd iv idua l  and in fo rmat ive .

THEODOR MUSPER
D E R  H O L Z S C H N I T T  I N  F U N F  J A H R H U N D E R T E N
Stu t tgar t ,  Koh lhammer ,  1964
Genera l  tex t .

GABOR PETERDI
PRINTMAKING:  METHODS OLD AND NEW
N e w  Y o r k .  M a c m i l l a n .  1 9 5 9
By the  founder  o f  the  Graph ic  Workshop,  Brook lyn  Museum Ar t  Schoo l .

RONATO G.  ROBERTSON
CONTEMPORARY PRINTMAKING IN JAPAN
New York .  Crown.  1965
"Wi th  the  techn iques  and pr in ts  o f  s ix  lead ing  Japanese woodb lock  ar t i s ts . "

CTAUDE ROGER.MARX
GRAPH IC ART OF THE 1gth  CENTURY
New York .  McGraw-Hi l l .  1963
Trans la ted  by  E.  M.  Gwyer .  Conc ise  survey ,  B ib l iography .

MICHAEL ROTHENSTEIN
LINOCUTS AND WOODCUTS
N".w York .  Watson.  1964
"A comple te  b l0ck  pr in t ing  handbook. "  Sources  o f  p r in t  mak ing  supp l ies
compi led  w i th  the  gu idance o f  Pra t t  Center  fo r  Contemporary  Pr in tmak ing .

PAUL ' .  SACHS
MODERN PRINTS AND DRAWINGS
New York .  Knopf .  1954
"A gu ide  to  a  6e t te r  unders tand ing  o f  modern  draughtsmansh ip . ' '

HARRY SHOXI .ER
ARTISTS MANUAL FOR SILK SCREEN PRINT MAKING
New York .  Tudor .  n .d .
l Jse fu l  manua l .

HARRY STERNBERC
S I L K  S C R E E N  C O L O R  P R I N T I N G
New York .  McGraw-Hi l l .  1942
The f i rs t  book  on  th is  techn ica l  p rocess .

OLIVER STATLER
MODERN JAPANESE PRINT:  AN ART REBORN
Rut land,  V t . ,  Tu t t le ,  1956
Bas ic  fo r  th is  sub jec t .

WOLF STUBBE
GRAPHIC ART OF THE TWENTIETH CENTURY
New York ,  Praeger ,  1963
Survey  l im i ted  la rge ly  to  European examples .

JUTIAN TREVELYAN
ETCHING:  M0DERN METHODS 0F INTAGLI0  PRINTING
New York .  Watson.  1964
In format ive  on  processes  w i th  d i rec to ry  o f  sources  o f  equ ipment
compi led  w i th  the  gu idance o f  Pra t t  Center  fo r  Contemporary  Pr in tmak ing .

HERMAN J .  WECHSTER
GREAT PRINTS AND PRINTMAKERS
New York .  Abrams,  1967
survey  th rough se lec ted  examples .

E M I L  W E D D I G E
LITHOGRAPHY
Scranton ,  Pa. ,  In te rna t iona l  Tex tbook ,  1966
Bas ic  in t roduc t ion .

FRA} IK WEITENKAMPF
A M E R I C A N  G R A P H I C  A R T
New York .  Macmi l lan .  1915
An o lder  bu t  in fo rmat ive  tex t .

FRANK WEITENKAMPF
HOW TO APPRECIATE PRINTS
New York. Moffat and Yard. 1908
Not outdated.
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CARL ZIGROSSER
T H E  B O O K  O F  F I N E  P R I N T S
New York ,  Crown,  1956
In t roduc t ion  to  s raph ic  a r t  o f  bo th  the  Eas t  and the  West  w i th  b ib l i0graphy .

CARL ZIGROSSER
THE EXPRESSIONISTS:  A  SURVEY OF THEIR GRAPHIC ART
N e w  Y o r k ,  B r a z i l l e r ,  1 9 5 7
l l lus t ra t ions  in  co lo r .

CARL ZIGRoSSER and CHRISTA M.  CAEHDE
A  G U I D E  T O  T H E  C O L L E C T I N G  A N D  C A R E  O F  O R I G I N A L  P R I N T S
New York ,  Crown.  1966
lmpor tan t  fo r  bo ih  the  beg inner  and the  exper ienced co l lec to r .

Miscellaneous

ART AND AUCTIONS
R o t t e r d a m , 1 9 5 7
In terna t iona l  a r t  dea le rs '  and co l lec to rs '  gu ide .

MUSEUM 0F F INE ARTS,  Bos ton ,  Mass .
THE ARTIST AND THE BOOK,  1860-1960,  IN  WESTERN EUROPE
AND THE UNITED STATES
Boston .  Museum o f  F ine  Ar ts .  1961
ln t roduc t ion  by  Ph i l ip  Hofer .  Cata logue by  E leanor  M.  Garvey .

BR00KIYN MUSEUM,  Brook lYn,  N.Y.
TEN YEARS OF AMERICAN PRINTS:  1947-1956
Brook lyn ,  N.Y. ,  Brook lyn  Museum,  1956
Text  by  Una E.  johnson.

JOSHUA BINION CATIN
W H A T  I S  A N  O R I G I N A L  P R I N T ?
New York ,  Pr in t  counc i l  o f  Amer ica ,  1967
Rev ised ed i t ion .

PHITIP HOFER
. .THE ILLUSTRATION OF BOOKS,"  A  HISTORY OF THE PRINTED BOOK:
0 0 L P H l N  l l l ,  p p .  3 8 9 - 4 6 6
New York ,  The L imi ted  Ed i t i0ns  C lub ,  1938
Edi ted  by  Lawrence C.  Wroth ,

WERNER HOFMANN
CARICATURE FROM LEONARDO TO PICASSO
New York .  Crown.  1957

METROPOLITAN MUSEUM OF ART,  NEW YOTK,  N.Y.
P R I N T S .  G U I D E  T O  P R I N T  C O L L E C T I O N S
New York ,  Met ropo l i tan  Museum o f  Ar t ,  1964
Text by A. Hyatt lvlayor. Paper.

H.  J .  PLENDERTEI IH
THE CONSERVATION OF ANTIQUITIES AND WORKS OF ART;
TREATMENT.  REPAIR.  AND RESTORATION
London,  Br i t i sh  Museum,  1957
A c lass ic .

PRATT CENTER FOR CONTEMPORARY PRINTMAKING'  NEW YOTK

ARTIST 'S PROOF
Annua l  magaz ine  o f  p r in tmak ing .

PRINT COTLECTOR'S OUARTERTY,  1911. I950

ALBERT REESE
AMERICAN PRIZE PRINTS OF THE 20th  CENTURY
New York ,  Amer ican Ar t i s ts  Group Pub l ica t ions ,  n .d .

CARL ZIGROSSER,  Ed.
PRTNTS:  THIRTEEN ESSAYS ON THE ART OF THE PRINT
New York ,  Ho l t ,  R inehar t  &  Wins ton ,  1962
Pub l ished fo r  The Pr in t  Counc i l  o f  Amer ica .
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