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Abstract

This research is concerned with establishing a rationale which will link safe
pnntmaking practices with artists’ individual and sustainable creative practices, by
investigating the preconception that printmaking practices may be limited by adopting
such an environmentally sensitive approach. This has been investigated through a

practice-led approach, which implicitly involves the researchers” professional practice
as a visual artist pnntmaker.

The cross disciplinary nature of this practice-led research has established that diverse
and non-text based sources be included in the literature review. The resulting
contextual review established the evolutionary nature of printmaking practices, the
role played by individual artists perceptions of risk, and the limited ability of available
literature to adequately link evolving and didactic creative practices to emergent
boundanes established by environmental and occupational health and safety

legislative cntena. There was evidently no theoretical framework for linking these
apparently divergent critena.

The multi-disciplinary and practice-led context i.e. the research was generated by
practice and carned out through practice, determined the range of methods employed:
questionnaire, quantitative tests of matenals; participation in, and initiation of
collaborative case studies; documenting workshop practice and visual development of
printed art works; and exhibition for peer review. These multiple methods and their
complex 1nterrelationships were visualised as a system of consequential actions, in
order to externalise possible alternative actions and choices made by the researcher in
response to this research.

Analysis of these methods revealed that: the collaborative case studies and the
researcher’s own visual and practical response, established that a systematic
revaluation of practice could link the 1diosyncratic and individual creative practices to
the use and selection of nonhazardous practices, which did respond to objective
occupational health and safety rationale. This revealed the extent to which a
systematic re-evaluation of ‘established practices’ may be synthesised into the working
practice of the researcher and lead to the diversification of that practice - visually and
practically.

This process has resulted in the generation of a body of printed art works which
implicitly embodied the hypothesis developed in this research; the development of a
electronic database or ‘morphological framework’, which initiates a sequential
examination of process at a structural level, collating, companng and promoting
previously un-considered alternatives based on a heterarchical model of risk. This
process has offered tangible means of visualising the generative processes involved 1n
making prints. The ‘morphological framework” has implicitly linked the researcher’s
printmaking to a sustainable and environmentally sensitive creative practice, which 1s

methodoloqically transparent and procedurally transferable.



“God 1s the artificer of man, man the god of artifacts”

Giambattista Vico (1710)



1.0 SECTION ONE: Introduction

1.1 Rationale for this Research

In recent years there has been an increasing awareness and
concern with issues of safety relating to the working practices of
artists. Perhaps the most urgent of these concerns is within the
discipline of printmaking. Traditionally printmaking has used a wide
range of substances, chemicals and techniques for the practical and
creative purpose they offer the printmaker. But, the autonomous
nature of the printmakers’ creative practices and the unique workshop
environment (educational and professional) within which those
practice take place, are having to increasingly respond to both
legislative and personal concerns voiced by artists. An increasing
awareness of the health and safety issues has consequently called
into question the appropriateness of many printmaking matenals and
methods currently used 1n practice. It will be these issues of
sustainable practice that this research will endeavour to address.

1.1.1 Developing a Personal Printmaking Vocabulary

The researcher is a practising artist, who's main form of visual
practice is printmaking. Over the last twelve years the artist /
researcher has developed and evolved a personal visual vocabulary
within printmaking, from undergraduate and postgraduate education,
to editioning professionally for other artists, and then to setting up
and running a professional printmaking studio. Throughout this
period the artist / researcher has continued to expand his own
printmaking practice through the process of making and exhibiting
printed art works. The working methods used to a large extent have
been defined by the visual and intellectual concepts which the work
addresses. The subject matter has for a number of years been defined
by the practical and ontological 1ssues associated with the
transcription of information (scientific [genetic] and artistic
[aesthetic], see section 5) from theoretical concepts and symbols
into personal visual forms. The diversity of topics pursued throughout
this period, has changed, but a constant theme in the researchers
professional practice has been a personal interest in the generic
relationship between the physical manipulation of the materials and
printing media used and their impact on the direction and content of
the visual concept. This research however, will not address directly an
investigation of the development of researcher’s subject matter,
although it will be discussed and recognised when it directly relates
to the issues of interdependence between practical and aesthetic

Section One: - Introduction: Page |



s o .
1985, 1.4 x |.2 m) printed by
hand using a burin. The three-
dimensional wood block surface,
which could not be printed by a
conventional relief press, resulted
In the adoptionof a technigue
which ‘moulded’ the paper print
to this surface.

2 “"Human Disfigurement”,
Paper Proof above (Pengelly,

989, 1.6 x |.4 m). This proof

was printed prior to a number
of overlapping plates being
welded onto the reverse of the
main plates. The thickness of the
final welded plate determined
that it could not be printed In @
conventional intaglio etching
press.

3 “"Human Disfigurement”
opposite (Pengelly, 1989). This
final printed copy used a silicon
rubber casting process,
developed for this particular print
by the researcher whilst studying
at the Royal College of Art
(1987-89).

decisions. Further the notion of a visual morphology, resulting from
the interdependence between practical and aesthetic decisions will
also be seen to be central to the researcher’s professional practice.
The resulting work personifies an intuitive and evolutionary
relationship between subject matter and the physical process adopted

(see section 6) which the researchers visual practice has engaged over
this period.

For example, the wood block print “ICI” * (Pengelly, 1985),
confronted the limitations of the relief cutting and printing processes
in order to develop a particular ‘mould” like quality in the final
printed paper image. The three dimensional characteristics of the
wood block 1tself became the underlying creative element around
which the visual content and the manipulation of the image
developed.
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The print “Human Disfigurement” (1989) evolved over a period of
two months, involving a number of interlocking etched metal plates
spot welded together. It was this configuration of physical elements
which determined the final printing image 2. This process resulted in
a plate which could not be printed by any conventional intaglio
printing process. In effect the final print/cast image developed
‘independently’ of the final realisation of this work, as a conventional
intaglio printed image3. This process brought into question the

Section One: - Introduction: Page 2



" “Cell” (Pengelly, 1988, 0.6
x 0.9 m). This intaglio etching
plate was produced used a
combination of techniques one of
which involved burning areas of
bitumen powder onto the plate
with a heated metal template.

extent to which the intaglio printing process limited the aesthetic
and visual development of the work. This physical and aesthetic
dialogue ultimately lead to a complete break with all intaglio
‘conventions’ (using direct pressure as the means of taking an
impression from the etching plate), and lead to the development of
an innovative printing process using a silicon rubber compound
which did not require a press or printing paper (see section 2.8).
Throughout the author’s professional creative practice, this
developmental approach has resulted in a visual and practical
printmaking vocabulary which is as a consequence of the
interdependence between medium and idea.

Throughout this period the author had only vaguely been aware of
the potential hazards associated with the materials and techniques
used. The smells associated with that practice (wax, bitumen and
solvent odours) and the often uncomfortable working environment
that these printmaking processes often demanded, were considered
an acceptable consequence of this creative process. However,
increasingly personal concerns for the potential hazards associated
with these working methods were developing, albeit in an
unconscious and unstructured way.

1.1.2 A Personal Rationale for Change

A consistent theme, already referred to in the researcher’s practice
has been the manipulation and selection of materials, based solely
on the visual advantage these may offer. This process the researcher
suggests has been a significant influences in the development of a
diverse and innovative body of work. However, this often expedient
process, which had previously been determined only by the creative
and aesthetic qualities it offers, has been increasingly called into
question by the personal experiences of the researcher. A number of
incidents throughout this period have culminated in the researcher
questioning this approach and the basis on which the selection and
use of matenals 1s made.

The intaglio print “Cell” ! (Pengelly, 1988) used a technique in
which powdered bitumen aquatint was liberally scattered over the
etching plate, this was then burned directly onto the plate using a
perforated hot metal template, resulting an interesting and
unpredictable ‘printed mark’, which acted as an acid resist. However,
this technique also resulted in the bitumen powder overheating,
which produced toxic fumes. Having accepted this ‘unconventional’
process based on the creative results 1t gave, the researcher was
forced to strike a balance between the desired visual quality and the
unpleasant and potentially hazardous results 1t produced (even

though a face mask was used at all times).
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" Spit Biting - a process
which involves using concentrated
solutions of acid (nitric acid on
steel); when applied directly onto
a metal etching plate with a
paint brush leaves ‘painterly’
etched marks on the surface.

" "Hybrids” (1992, Artist
Michael Moon) this is an
example of the sort of editioned
brints the researcher was
involved in printing (a screen
print which has in excess of 40
over printings using solvent based
screen printing inks).

" VOC, Volatile Organic
Chemicals: a generic term to
describe a large group of
chemicals used as solvents -
chlorinated hydrocarbons and
aromatic hydrocarbons - which
are used in various printmaking
applications and are know to
present health hazards.

Whilst working on the metal plates for “Human Disfigurement”
(1989), which involved repeated etching by various techniques of a
number of ‘oversized” steel plates (larger than the available etching
tanks). One of the techniques used was a ‘spit biting” method. As 3
consequence of these large plates and the use of concentrated
solutions of nitric acid, the researcher was exposed to the toxic
fumes this process produced. Even though precautions where taken:
working 1n a ventilated area, and working with an approved
respirator. These precautions evidently were not totally adequate for
the extremely hazardous circumstances created by this unique
situation (a process which resulted in the researcher being exposed,
although mildly, to toxic fumes). The decision to use this technique
was ultimately determined by personal criteria, which accepted the
rsks this hazardous technique may result in, when weighed against
the creative advantages this technique gave: a decision the
researcher was willing to make at the time, based on the ‘desired’
mark making quality of this process.

1.1.3 A Collective Responsibility for Change

Between 1990 and 1993 the researcher worked in a commercial
fine art screen printing editioning studio, where the skills previously
developed were utilized in a professional collaborative situation. In
this working environment the circumstances were controlled by the
working situation- the type of matenals used, the periods of time one
worked and the type of work undertaken ®. A consequence of this
working environment was the substitution of established personal
control mechanisms and rationale, when working with known
hazardous matenals with external objective rationale. The
circumstances were imposed by the working practices of this studio -
long working periods, printing large scale work, solvent based inks,
printing very large editions, working in close proximity to a
combination of VOC solvents. As a result of working in this
environment the researcher became increasingly sensitised to the VOC
based solvents and prninting substances used. Throughout this period
precautions and safe working practices were observed such as
wearing rubber gloves, a respirator when cleaning a screen with
solvents and not eating 1n the workshop. However, this did not
adequately address the basic problem of working in this type of
environment. Working with VOC solvent based matenals and practices

were accepted as the only viable method of producing the diversity

and creative range of work.
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1.1.4 Summary

The experiences of the researcher’s personal and circumstantial
professional practice has illustrated the apparent difficulty in linking
an evolving vocabulary of practice which is creatively independent,
with the responsible and safe selection of materials and processes
one uses. The researcher has become increasingly aware of the
potential hazards associated with this practice, especially arising
from the ‘unconventional” application of matenals in the pursuit of
interesting and innovative visual qualities. As a result 1t has become
apparent that personal subjective critena, by which acceptable levels
of risk had previously been established, are quite inappropnate for
the circumstances in which one works. This research 1s seen as a
personal response to these concerns.

1.2 Hypothesis

The hypothesis presented in this thesis 1s:

The integration of environmental and occupational
health and safety criteria implicitly into the researcher’s
creative practice, will result in expanding and
diversifying the practical and visual vocabulary of that
practice, and should result in a body of work which is
creatively sustainable, visually exacting, and
environmentally sensitive. This paradigm shift will form
the basis for the development of a ‘morphological
framework of safe practice’.

1.3 Aims of the Research

This research aims to demonstrate, through the artist /
researcher’s evolving practice as a fine art printmaker, the creative
advantage of working from an increasing environmentally sensitive
position, supported by an increasing understanding of the
occupational health hazards associated with certain printmaking
practices. By systematically questioning of all aspects of the
researcher’s visual/creative vocabulary. This research investigates this

hypothesis.

The notion of systematically questioning ‘established’ practice not
only is a direct response to changes to occupational health & safety
legislation (COSHH Regulations, 1988 see section 2.4), but also
addresses personal concerns of the researcher relating to the physica.
consequences and possible physiological effects the selection of
certain materials and practises on the researcher’s health. As a result
the researcher has been presented with the opportunity to reappraise
his ‘preferred’ or ‘established” working methods in respect to these
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concerns. The premise of this research is based on the proposition
that the researcher had not previously implicitly linked safe working
methods with his creative practice, and that there is currently no
model which links artists working practices with ‘safe” working
methods, which might support sustainable creative practices.

The aims of this research will be to test this premise, based on a

cntical review of both literature and practice based sources, in order
to determine:

* the extent to which printmaking has historically been
influenced by the development of new techniques which
determine the visual vocabulary and diversity of current
printmaking practices;

* the extent to which the selection process is determined
by creative expediency, whereby previously accepted
working practices may increasingly be called into
question by personal and legislative rational for safer
working methods and printmaking practices.

The objectives of this research are to propose and evaluate a
systematic restructuring of the artist/researcher’s practice in relation
to these aims, by means of evolving increasingly sensitive ‘safe’
practices:

* to propose a procedural ‘framework of safe practice’ that

links all procedural decisions to the methodical selection
and use of non-hazardous materials and practices;

e to test this "framework of safe practice’ in various
workshop collaborations, in order to critically evaluate
the relationship between printmakers’ creative practices
and the development of ‘environmentally sensitive’
working methods;

e to produce a body of printed art works embracing the
development of a creatively sustainable visual
vocabulary, which increasingly responds to safe working
practices established in the course of this research.

The pursuit of these objectives has necessitated that this Ph.D
submission comprises three related areas, represented by quite
distinct media: first a written thesis (this text based document),
second; a body of printed art works which form the basis of an
exhibition and supporting catalogue (refer to section 5), and thirdly,
the development of an electronic relational database - ‘a framework
of safe practice’ (refer to section 6 and accompanying CD ROM). Each
of these elements are fundamentally interconnected and integral to
this research submission, given the objectives of the practice-led
methods adopted, and the central role the researcher’s practice plays
in this (refer to section 3.2.).
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1.4 Definitions of Key Terms

" Matrix - the physical
medium or plate from which a
print (image transfer) takes
place. For example: woodblock,
metal etching plate, lithographic
stone or screen mesh and frame.

" This definition presented in
this thesis, is derived from an
understanding that the artist is
implicitly involved in, or directs,
the physical manipulation of the
print medium. This definition
consciously makes no reference
to the notion of limited or original
fine art prints. The debate
concerning issues of originality in
brintmaking derived from the
process of artificial ‘limiting’
editions is not felt to be reievant
to the argument presented in this
thesis (see for example the BSI
draught classification of prints by
Joseph Winkelman in
Printmaking Today, Volume 4,

Number 2, 1995, pp 5).

Throughout this written document key terms are used, many of
which are specialist ones, requiring definition, or even redefinition as
they are applied within the context of this thesis.

Practice: an artist’s practical and visual experience gained within a
given means of visual expression, based on that individual's
interpretation and empathy for a given media. The resulting evolving
visual vocabulary is accommodated within constantly shifting
boundaries determined by individual aesthetic and practical
understanding of that given media.

Safe Practice: the preferred use or selection of nonhazardous
matenals or substances in the pursuit of that practice.

Printmaker: an artist who's main form of visual creative expression is
through the various techniques of printmaking.

Print: An impression taken from a matrix’, altered physically,
chemically or electronically after the artist’s own design, in order
that an impression or record of that design may be transferred to
another substrate or medium (usually paper). This definition includes
transfer by physical pressure, electrostatic and thermal processes.

Printmaking: the process of making multiple or single onginal works
of art in which the artist directly engages single of multiple print
processes: relief - lino-cut, woodcut, wood engraving; intaglio -
etching, engraving, drypoint; lithographic - direct, offset; stencil -
screen print, pochoir; electronic - photocopy, laser, inkjet, or
photographic means. The artist alters or exploits any of these
printing process or any combinations of these printing processes, in
order to derive creative solutions from the physical, chemical or
electronic manipulation of the printmaking process’.

Environmentally Sensitive Printmaking: processes which do not
involve hazardous or toxic substances in this process.
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() An example of the artist
making a relief print by hand. A
process which does not need any
complicated equipment or
access to specialist workshop
facilities.

(ii) The extensive print
making facilities at Peacock
Printmakers In Aberdeen,
Scotland have enabled the
researcher to pursue large scale
and ambitious work, which this
open access workshop offers.

7

(iii) An example of a small

independent commericial
editioning pbrintmaking
workshop, which supports the
work of its director/printmaker
(Kathy Corachio Studio, New

York).

1.5 A Definition of Current Printmaking Practice

In order to be able to describe the different practical
circumstances in which printmaking takes place, and in order to
establish boundaries which will define the researcher’s printmaking
practice, the following descriptions are proposed. Furthermore, in
order to identify the possible impact of a proposed ‘framework of safe
practice” within this field of practice, it would be necessary to offer
distinctions between these different, but related, levels at which
printmaking takes place. This is not proposed as a professional
merarchy but rather an indication of the diversity of current
printmaking practice, given the circumstances in which printmaking
takes place and the imposition of practical limitations.

(1) Printmaking is presently offered at a curnculum level at over sixty
undergraduate and postgraduate courses in the UK. The researcher
was educated within this fine art pnntmaking environment, at
undergraduate and postgraduate level. The emphasis of this training
was always placed on developing an individual visual vocabulary
within printmaking, based on the visual manipulation of the medium
for one’s own creative purpose (see A Guide to UK First Degree Courses
in Fine Art, National Association of Fine Art Education, 1996).

The researcher has been involved throughout this project in teaching
and disseminating aspects of the research with students and staff at
his sponsoring institution

(1) The open access printmaking workshop environment includes
small ‘one man’ operations to elaborate studios dealing with all
printmaking media. Each workshop environment provides a range of
physical resources e.g. presses, inks and rollers, as well as the
technical expertise to support simple or the most sophisticated work
(see Turner & Innocent, 1994).

The researcher has been able to pursue a range of specific printing
projects in the course of this research only because of the facilities
these various print workshops offer.

(111) This last category of workshops are specialist editioning and
publishing workshops that produce fine art printmaking projects with
professional artists usually initiated by gallenes, the workshop,
publishers or by the artists themselves. These also range from ‘one
man’ operations that have a particular specialisation, to workshops
employing a number of printers and specialising in a number of
different printmaking media. The more established studios receive
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considerable attention, as the artists they work with often have
international reputations. The work is usually well supported in terms
of facilities, materials, staff and time, enabling artist and the

collaborating printers to develop sophisticated and elaborate printed
art works (see also Turner & Innocent, 1994).

The researcher’'s own experience in this area as a printer was with an
eminent fine art screen printing editioned workshop in London. This
experience has helped the researcher to develop specific skills and
knowledge within this medium, it has also given the researcher an
opportumty to work collaboratively with established international
artists on a number of ambitious projects.

1.6 Summary of Section

Making prints need not require access to sophisticated presses or
require the help of experienced printers, as the physical principles of
each printing process (intaglio, relief, lithography, screen or the
photocopier) are ubiquitous, with no fundamental difference existing
between printmaking at art college or in a school situation with a
simple roller press, to the editioned prints of well known artist
produced in collaboration with a master printers. The materials used
may be more refined and a technical sophistication may be evident in
the resulting print, but the principles remain the same.

The researcher and the remit of this thesis identifies with none of
these areas exclusively (having personal experience which draws on
each of these areas), but rather this research will be concerned with
the ubiquitous nature of the printmaking medium itself. The
reference to Vico (on the opening page) the C16 Italian philosopher,
with its inference that in order to know something we must engage a
fundamental knowledge of how, and out of what, things are made,
implies human knowledge 1s subjective and that our understanding 1s
framed by personal and practical assumptions. This research 1s seen
as an opportunity to fundamentally question the personal
assumptions and experiences of the researcher, which had previously
exclusively determined the processes and means by which that
creative expression had developed. This process 1s now being called
into question by the aims of this research, as previously ‘established’
means of visual and practical expression may no longer be adequate
to encompass the whole boundary of that practice and given the
objectives of this research - to establish sustainable prnintmaking
practices which addresses occupational health and safety legislation
as well as personal environmental critena.
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2.0 SECTION TWO: Contextual Review

2.1 Overview of Critical Contextual Review

A literature search dealing specifically with the environmentally
sensitive printmaking revealed the limited nature of existing
published literature, with less a 10 references relating directly to
1ssues of safe practices in the arts [ Wilson Art Index (version 3.2.1,
1995), Ariad Index of Research in Art & Design (1992), and Fine
Print References (Ludman & Mason, 1982). The latter contains over
two thousand citations dealing specifically with fine art printmaking;
of these, 330 references specifically deal with printmaking
techniques, but none address the main issue of environmentally
sensitive printmaking. The contemporary and esoteric nature of the
subject area was considered to be the main reason for the limited
number of literature based references.

A customary literature-based review as a result was thought to be
limited given the objectives of this project. In order to encompass
the possible diversity of the source material, which was not found to
be accommodated in text based format, the researcher has extended
the review process. For the purposes of this thesis this review will
now be referred to as ‘a contextual review’, a term which 1t 1s
proposed will reflect the contemporary, live and often transitory
sources this research draws on for example; exhibition visits, artists’
statements in relation to their visual practice, personal but informed
conversations between practitioners, and practical workshop
experiences. Such sources can be collectively considered as belonging
to the ‘love’ public domain of professional fine art practice, and may

be documented 1n visual forms.

The researcher has determined that the contextual review be grouped
into three main areas in order to recognise the complexity of the
field and the divergency of sources. (This process has also been
helpful in establishing at an early stage the areas that this research
does not address, an importan<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>