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SEVEN ARTISTS AT TYLER GRAPHICS LTD.

Robert Motherwell worked intermittently on the
livre d’artiste, A La Pintural for about four years before
its completion. When asked how he felt about
destroying the intaglio plates at the conclusion of
printing after having worked with them for so long
he replied, “Funereal, and resentful that the large,
wide world could not absorb more than 40 examples
of A La Pintura.”?

He was, with some amusement, speaking to one of
our most basic assumptions about prints: Their exis-
tence in multiple form. This is also the most basic
condition of the publishing, marketing and collecting
of prints, and the one that still causes the most con-
fusion and concern among the art buying public.
In her essay On Redefining an Original Print, June
Wayne remarked that she has noticed that “the smaller
the edition, the easier it is for the public to accept
a print’s ‘originality’” This issue of “originality” in the
face of a print’s multiple existence is exactly at the
center of the public’s confusion. It affects not only
the marketing structure of the print publishing indus-
try, but the very way in which people perceive prints
as art objects. The dual concerns are in establishing
the monetary and aesthetic value of an object that
has lost some of its specialness, its “aura” as Walter
Benjamin called it, because it cannot claim to be
one-of-a-kind, and because its production in editions
implies a certain absence of the hand of the artist.

These remarks are made not to bemoan the situ-
ation as a hardship faced by the graphics industry,
but to indicate how much education is still necessary
for the public to comprehend the role of prints in
shaping contemporary American art. It also seems
appropriate to call this issue of multiple originals to
mind because so many of the works currently being
published by Tyler Graphics Ltd. and others challenge
our old notions of what the term “multiple” means in
relation to prints (more on this a bit later). One way

or the other, as long as there is concern over the
issue of a print existing in multiple originals, it will
be that much harder for the public to become sensitive
to the real reason for making prints which is to avail
oneself (as an artist) of the unique and intrinsic expres-
sive qualities of each of the print media.

Contemporary graphics at their best are those that
have resulted in new thought by the artist, have
extended the parameters of our collective awareness,
have grown from the sensitivity of the artist to the
possibilities of the medium. The appreciation of prints
must then necessarily be informed by the recognition
of these same conditions, and the issue of multiple
originals recognized for what it is, a secondary
benefit.

This is an exhibition rich in works that meet our
best expectations about contemporary graphics, and it
offers an education in the viewing of prints. It is
also an exhibition that points out some general con-
ditions of the state of printmaking in 1979. Perhaps
the latter should be discussed before considering any
of the works individually.

First, many of the edition sizes are very small. This
follows a general tendency toward smaller editions as
artists conceive prints that are increasingly complex
and are difficult to create and pull. It is interesting
to speculate that this situation might be amplified at
Tyler Graphics Ltd. because Kenneth Tyler’s repu-
tation as a technical wizard can serve as an impetus or
a challenge for an artist to push the limitations of the
printing process.

Second, many of the works incorporate hand pro-
cesses that preclude each work in the edition from
having the precise sameness that we used to expect
from editioned prints. This has been going on for
some time as artists began hand coloring prints, adding
drawn elements (as Nancy Graves did in her etchings
seen here), or combining print processes with collage



as Robert Motherwell has done on a number of occa-
sions. The works by Ellsworth Kelly were created by
fusing layers of colored paper pulp to a newly made
white base sheet of paper. Forms were used to con-
trol the placement of the colored pulp for each im-
pression within the edition, but the pressing that fused
the layers of paper together caused bleeding and stain-
ing that varies from impression to impression.

In the colored, handmade paper works by David
Hockney and Kenneth Noland, the variations of the
individual impressions characteristic of the process,
plus the fact that each impression required the hand
application of colored pulp were taken as creative
challenges rather than limitations. The two versions
of Hockney’s Gregory in the Pool in this exhibiton are
good examples. Made with the same molds, they share
a pictorial structure, but are significantly different in
coloration. The two seen here are part of a larger
group of 20, each having an equal degree of sameness
and variation from one to the other. On the pub-
lisher’s documentation sheet these are not referred
to as an edition of twenty, but as 20 different essays
on the theme.

The Noland’s belong to the same class of objects as
the Hockney’s, which isreally a special class of one-of-
a-kind objects. Their special characteristic becomes
not their editioned sameness, but their family resem-
blances. The production of such one-of-a-kind objects
is a concept Kenneth Tyler expresses great interest in
pursuing, and one that radically alters our existing
notions about prints as multiples.

Perhaps more important than discussing the type of
objects these are is to consider howtheyfit into the
wider range of the artist’s thought during the general
time in which they were created, and how they, in
turn, may have affected that thought.

When David Hockney visited Kenneth Tyler at the
Tyler workshop in August of 1978, he thought it was
just to say hello and have dinner with an old friend.
After a demonstration of the handmaking of colored
paper and a few experiments, he became excited by the
process and his visit was extended...eventually until
October. For 45 days he and the staff of Tyler Graphics
Ltd. worked in collaboration; the result was Paper

Pools, a series of 29 unique, pressed color pulp images
(This figure is not to be confused with the 20 essays
on the Gregory in the Pool theme. Gregory in the Pool
is one of the 29 separate themes in the Paper Pools
series. )

Paper Pools is a continuation of Hockney’s long-
standing fascination with swimming pools as subject
matter. Their surfaces, their coloration, the refraction
of people or objects seen through the depth of the
water, their special role as places of recreation, relaxa-
tion and sensuality are all fascinations he has turned to
again and again in his art. In this case, the pool was
Kenneth Tyler’s; it became the subject of the colored
paper works because it was close at hand. Through
an encounter with a new material and the availability
of the resources at Tyler Graphics Ltd., Hockney was
stimulated to produce a major new body of work. Al-
though the theme is familiar, the works are unlike any
he has produced before.

In fact, Paper Pools could not have been produced
by any other method. Their surface, the integration of
color and surface, the edges of color, belong only to
the process of fusing together layers of paper pulp
saturated with color. The same is true of the works by
Kelly and Noland, and again they extend the existing
body of each artist’s work in a significant way.

Kelly’s work of the past few years has evidenced a
change in attitude toward color: he has begun to use
grays and his once strident tonal contrasts have
softened. In addition, his concern for surface has
altered. His sculptures of the 1960’s most often had
a hard, smooth, almost industrial paint finish. In the
1970’s he has favored cor-ten steel as a sculptural
material, and it yields a surface that is visually softer
and nuanced. The colored paper works follow these
shifts of attention. At the same time they provide
specific visual experiences that would be impossible
for the artist to investigate in any other material. Not
simply reflections of accomplishment the artist has
made in painting or sculpture, these paper works re-
side at the center of his recent concerns and are in-a
position in inform our understanding of the total body
of his work.

The colored paper works of each of these artists



belong to a much wider interest in this country in the
revival of the craft of handmade paper. In this exhi-
bition we see the process pulled out of the realm of
craft and placed at the heart of contemporary aesthetic
concerns. By so doing, the works extend not only the
body of each artist’s work, but our awareness of the
possibilities of the medium. Other works in the ex-
hibition extend our notions of art and graphics in
other ways.

Frank Stella’s prints exhibit the same toughness and
aggressiveness that we have come to expect from his
paintings. They are demanding of the print medium,
they force printing into places it is not expected to
go. Steller’s albatross is an example. It uses 57 colors
applied by both the silkscreen and lithography pro-
cesses. In one area, near the lower left-hand corner,
it piles the silkscreen ink up in layers so thick that
they nearly replicate the look of paint applied with a
brush. Other parts of the print sparkle with glitter
applied by a silkscreen technique originally devised
by the greeting card industry. The print is an attack
on the boundaries of printmaking, but, more impor-
tantly, it is also an attack on the boundaries of visual
conventions.

Similarly, Roy Lichtenstein’s Entablatures convert
processes and information designed for commercial
application to the purposes of art. The subject is not
really architectural detail, but the illustration of that
detail in architectural copy books. It was through
these copy books that most American builders of the
19th and 20th centuries gained their knowledge of
classical design. What represents classicism in most of
our buildings in this country is the result of the manner
in which builders translated printed illustrations back
into three-dimensions. As Arthur Gilman put it, “The
history of the Greek Revival in this country is one
long misquotation.”

This is the heart of the issue. In the example of these
copy books, we find print affecting our notions of
history and culture with a very identifiable result.
That Lichtenstein is sensitive to this is proven time
and time again in his work.That, in these prints he
has chosen the foil papers and embossments of the
greeting card industry to convey the issue is charac-

teristic of the sense of humor we have come to expect
of him. And his prints open up for us avenues of
exploration of the larger relationship between print
and culture.

Because this is an exhibition traveling to institutions
where artists and young people who will become the
audience for art are being educated. I think it is crucial
to insist on this larger cultural context of prints.
Attention must not be diverted by the special nature
of prints—their existence as multiples or the special
conditions of their making. The examples chosen for
the exhibition are good ones. They can teach a lesson
in the importance of graphics to an artist’s production,
and they can widen our own awareness of the nature
of art in our culture.

Donald Harvey
Professor of Art,
University of Akron

1. A La Pintura was published by Universal Limited Art Editions
in 1972.

2. Heidi Colsman-Freyberger, “Robert Motherwell: Words and
Images,” an interview with the artist, The Print Collector’s
Newsletter, Jan.-Feb., 1974, 125-129.



NANCY GRAVES

Above: Nancy Graves and printer Rodney
Konopaki work out color tests for her series
of intaglio prints.

Nancy Graves, born in Pittsfield, Massachu-
setts in 1940, received a B.A. degree from
Vassar College in 1961, and the B.FA. and
M.EA. degrees from Yale University in 1964,
She received a Fulbright-Hayes Award to
study painting in Paris in 1965, and lived and
worked in Florence, Italy in 1966. She cur-
rently lives in New York City.

The works which first brought Graves
wide attention were her life-size sculptures
of camels and camel bones exhibited in 1968.
The sculptures that followed in the next
few years were more abstract, incorporating
feathers, webs and bones, and suggesting
tribal, ritual objects. She began painting in
1971 using subjects taken from her studies of
the natural world, and eventually including
maps, charts, and photographs of the moon
and the ocean floor. Her films of the early
seventies explored similar subjects: herds of
walking camels, the flight of birds, the
moon’s surface.

Since the mid-1970’s Graves’ work has
grown increasingly abstract, but continues
to deal with ideas developed earlier: frag-
mentation, unity and disunity, gesture and
activity sustained in time. The prints in this
exhibition are closcly related to her paintings
of 1976 and 1977 where she explored the
speed and duration of gesture and the tem-
poral condition of creating and/or viewing
a painting.



3. Nancy Graves, Toch 1977



DAVID HOCKNEY
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Above: David Hockney uses a piece of absorbent
cotton to blot a section of Gregory in the Pool
to blend and soften an edge between pulp colors.
The mould, made from galvanized sheet metal,
rests securely under weights on a wet sheet of
newly formed paper and creates open compart-
ments for receiving the liquid colored pulp.

David Hockney was born in Bradford, Eng-
land, in 1937. From 1953-57, he studied at the
Bradford College of Art, and from 1957-58
at the Royal College of Art, London. His
first trip to New York was in 1961-62, and he
has continued to regularly visit and work in
this country. Hockney’s work has been inter-
nationally known since the early 1960’s. His
first one-man exhibition was at the Kasmin
Gallery, London, in 1963, and his first major
exhibition in this country was at The Mu-
seum of Modern Art, in 1964.

Hockney’s paintings are largely autobio-

graphical incontent, often depicting interiors
of his studio or portraits of his friends as well
as records of his travels. Concurrently with
his paintings, he has developed these ideas
through printmaking, often using combined
media. His first published suite of prints was
“The Rake’s Progress,” etchings with aqua-
tint, done in 1963. Hockney’s first collabora-
tion with Kenneth Tyler was in 1964,

The works in this exhibition are a con-
tinuation of the recurrent theme of swim-
mers and swimming pools that has long ap-
peared in Hockney’s work. They were done
at Tyler Graphics Ltd. during a period of
forty-five days of intensive work in 1978.
The colored, handmade paper works done
during that period, some of them consisting
of twelve sheets and reaching a scale of
seventy-two by one hundred and seventy-
one inches, were exhibited at the André
Emmerich Downtown Gallery, New York,
in January, 1979.



6. David Hockney, Steps with Shadow (2-0) 1979

1



ELLSWORTH KELLY
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Ellsworth Kelly was born in Newburgh,
New York in 1923. He studied at Pratt Insti-
tute in New York from 1941-42, at the Bos-
ton Museum School from 1946-48, and at the
Academie des Beaux-Arts in Paris in 1948.
From 1948-54 helived and painted in France.
He returned to this country in 1954 and
began working and exhibiting in New York
City. He currently lives and works in
Chatham, New York.

Kelly’s work of the 1950’s and 60’s was
marked by the use of clear, minimal forms,
bright, solid color and the tensions created
by their compositional relationships. The use

of clear, bold forms has been continued into
his work of the late 1970’, but his palette
has changed; grays have become important
and tonal contrasts have softened.

The colored paper works in thisexhibition
reflect these changes in Kelly’s work of the
past few years both in their palette and in
their use of a softer edge and surface. They
were done at the HMP paper mill under the
direction and assistance of Kenneth Tyler.

Below: Ellsworth Kelly studies color for Colored
Paper Image X111 with Kenneth Tyler.










































