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Introduction



This book will introduce you to the versatility of lithographic printmaking and show you why it is such an exciting medium to work with.
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Scarlett Rebecca, Forgetting, a moment, my place on the menu. Linocut with polyester plate lithography and monotype, 37.5 x 50cm, 2023.








Lithography enables you to produce prints with an unparalleled range of tonality and mark making. There is a freedom to working on the lithographic surfaces that cannot be achieved in other printmaking processes. When carving a linocut or engraving a drypoint, for example, we must adopt a prescriptive way of working, whereas lithography provides the most seamless transition from drawing and painting into printmaking. The lithographic plates/surfaces easily replace the page or canvas, with little disruption to our approach to drawing. When we are making a lithographic print we can use delicate washes alongside bold brush marks, we can combine detailed pen and ink drawings with loose crayon marks, and we can employ photographic imagery; all on the same plate. The material you choose for the lithographic plate will also have an impact on the print; if you use lino you can carve into the surface as you would with traditional linocut; if you choose plywood as your lithographic surface the woodgrain will show through in your print. All of these factors compounded are the reason why I fell in love with lithography, and why it remains my favourite form of printmaking.


The aim of this book is to introduce you to an exciting form of printmaking and to give you the skills to make ambitious prints to a high standard, no matter where you are working; whether it’s from a professional printmaking workshop or from your kitchen table. The development of the alternative lithographic methods included in this book make lithography an affordable and accessible form of printmaking, no longer limited by specialist equipment and materials.


All the processes demonstrated in this book can be followed without the use of a press, or they can be adapted for use in the workshop. Joining a printmaking workshop can feel intimidating to a beginner, but by following the instructions in this book, you will be able to enter the workshop confident in your own printmaking skills.





How should you use this book?


I want to encourage you to learn the rules of lithographic printmaking before you break them. Learn the processes by exploiting their idiosyncrasies; explore, test, play and make mistakes. As a printmaker it is important to understand what is happening at each stage of a process in order to troubleshoot the problems that will occur. As you familiarise yourself with the processes you will recognise the cause of each problem. Don’t be scared to make mistakes; you will learn so much from each failure. Each mistake you learn from, or problem you overcome, will enable you to develop your skills and ultimately improve the quality of your prints.


Once you know the process and you can anticipate the outcomes you can start to be adventurous; act on the curiosity that makes you wonder ‘what will happen if I do this?’ or ‘will it work if I try that instead?’. The developments in lithography featured in this book were born out of curiosity and experimentation, so you never know, you could invent the next lithographic process.


Alongside each lithographic process in this book, I have included the work of a selected contemporary artist working in the field of fine art printmaking. Their inclusion in this book is intended as an example of how each process can be used at a professional standard. Their interpretation of each process, and their invaluable insights are intended to inspire your thinking around lithography.


By the end of this book, it is my hope that lithography will take its place as your favourite form of printmaking, and you too will become a champion of lithographic printmaking.
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CHAPTER 1


What is lithography?


Lithography was developed by Alois Senefelder, around 1798 in Bavaria, Germany, making it one of the youngest forms of printmaking. Great heavy slabs of limestone are used as the matrix (the surface the image is made on) within lithography. The term ‘lithography’ comes from the ancient Greek: líthos for ‘stone’ and gráphō meaning ‘to write’. Lithography was devised as a process to mass produce Senefelder’s music scores, which then expanded commercially to include posters, etc. Metal plate lithography was developed in the mid-1800s as a cheaper and easily transportable alternative for use in commercial printing. The term ‘lithography’ has been retained within the industry to encompass all materials used with the lithographic process (stone, metal, wood, etc.) even though stone is no longer the primary material.
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A range of crayons and tusche washes tested on a slab of limestone at Belfast Print Workshop.








Artists worked with commercial printers from early in the development of the process, and it saw multiple periods of unpopularity and revival. Lithography was established as a fine art process around the turn of the twentieth century. Renowned artists, such as Odilon Redon, Henri de Toulouse-Lautrec, Eugène Delacroix and, later, Käthe Kollwitz, Marc Chagall, Helen Frankenthaler and Robert Rauschenberg, worked collaboratively with master printers. The Curwen Studio, established in 1958 by master printer Stanley Jones MBE, is the UK’s most renowned fine art lithographic publisher. The Curwen Studio has worked with Barbara Hepworth, Paula Rego, David Hockney, Elisabeth Frink and many others, and is still publishing prints today.
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A selection of lithographic stones which were used for printing commercial labels, some with the old images still on them.
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Combat du Giaour et du Pacha (The battle of the Giaour and the Pasha), Eugène Delacroix, lithograph, 1827.
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Le Polype Difforme Flottait sur les Rivages, Sorte de Cyclope Souriant et Hideux (The deformed polyp floated on the shores, a sort of smiling and hideous Cyclops), Odilon Redon, lithograph,1883.
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Cover for L’Estampe Originale, Henri de Toulouse-Lautrec, six-colour lithograph, printed by Edouard Ancourt, 1893.












Lithography today


Commercial lithographic printing is still ongoing with most newspapers, publications, greeting cards, etc. being printed on large scales with automated lithographic presses. Stone lithography is deemed as an endangered craft in the UK by Heritage Crafts (2024) with few printmaking workshops in existence. Many workshops and universities have made the decision to stop their provision of stone lithography due to the space, time and cost that traditional stone and plate lithography demands. Stone lithography is an especially rare print form for individuals as it requires very specialist equipment, a large investment of time and a high level of energy and able-bodied capability.


However, thanks to institutions such as The Tamarind Institute of Fine Art Lithography in New Mexico, established in 1960 by artist June Wayne, and the generous nature often found within printmakers, I believe lithography is far from endangered but is instead seeing a resurgence in popularity. The culture of collaborative printmaking, where artists work with master printers, is still surviving and artists are still seeking out the expertise of lithographers. Lithography will always be the underdog of the printmaking world, but it will also always be sought after as the lithographic process is the closest to magic that an artist can get.
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Jake Spicer, Sophia, 2018. Lithograph incorporating the edge of the stone.












The lithographic process


Lithography sits within the planographic printmaking family wherein the print is transferred from a matrix with a flat surface. The image is held on the matrix temporarily, as with monotype, or it is held permanently, through chemical intervention, as with lithography. This is different to relief printmaking, like linocut or woodcut, where the ink is held on the raised surface of the matrix, and to intaglio printmaking, like drypoint engraving or etching, where the ink is held in the recesses or burrs of the matrix.


The principle of all lithography relies on the fact that water and oil repel each other. An image is created in greasy materials on the stone and is treated with an etch to separate the image area from the non-image area. This is different to intaglio etching where the acid corrodes the exposed area of the metal as the strength of the etch within lithography is much weaker. After the stone has been etched the non-image area will become hydrophilic (water-attracting) and the image area will remain oleophilic (grease-attracting). The matrix is kept damp so that the oil-based ink on the roller will be rejected by the water in the non-image area but will be attracted to the greasy image.





Stone lithography process
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1. Stones are ground with a levigator (a hardened disc of steel) or against one another, using carborundum grit in different grades of coarseness. The stones are ground flat and smooth, creating a fresh drawing surface, free from impurities.
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2. Images are drawn directly onto the stone using specialist grease-based crayons and inks. Each layer requires a separate stone. The image is drawn in reverse as it will be reflected when printed.
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3. To adhere the image to the stone an acidified gum etch is applied to the stone. This reinforces the greasy drawing and establishes a water-attracting gum film on the non-image areas of the stone.
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4. When inking the stone ready to print, the stone is dampened to create a protective layer of water on the non-image of the stone; the oil-based ink will then reject the water and only attach to the image area.










[image: image]




5. Prepared paper is laid over the stone and a protective tympan put on top of this. The stone is then run through the press which employs strong, flat pressure where the stone and scraper bar make contact.
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6. The print retains the exquisite details of the drawing on stone incredibly faithfully. The stone can be dampened and inked again to print large scale editions. Additional layers require multiple stones.











Alternative lithography


This same principle of lithography is at the heart of all the alternative processes contained within this book. Instead of using stone as the matrix, we will be exploring alternative materials such as foil, wood and lino. The methods of treating the matrix so that it becomes both oil-attracting and water-attracting differ slightly between the alternative processes. However, the printing aspect of all the included processes remains the same.


Accessible, affordable and eco-friendly versions of lithography are in continual development, and many alternative lithographic processes are employed in workshops, universities and homes throughout the world. I believe that the current revival we are seeing in lithography is due to the developments in these exciting alternative processes.





Brian Wagner (USA) hedgebitch.com





Brian Wagner is a lithographer and book artist, whose work focuses on queer existence and memory. They attended the world-renowned Tamarind Institute of Fine Art Lithography and are a trained Collaborative Printer and Lithographer.







[image: image]







My densely-layered and rendered lithographs explore the tenderness, loneliness, acceptance, and gentle anger of queerness, grief, and healing. These prints and writings consider the physical and emotional spaces of love, hurt, trauma, and remembrance of relationships in the forms of drawn landscapes and queer symbolism of the day-to-day life of a queer person. The emphasis on rural landscape, bird flocks, and fragmented spaces is a nod to the migratory nature of queer life and love and the act of taking up space but never as much as queer people need, constant movement for a partner or self-preservation, and the trauma of queer love inherently impacted by external and internal forces. It’s easy for queer people to get used to resilience and ignore the trauma that is experienced every day, even from the community and partners, and it’s my hope that these spaces can offer solace to someone who has faced the same.


With the use of lithography, I utilise the process and its ability to hold soft, gentle tones and deep transparent colours overlapping to create these spaces. Stone lithography specifically lends itself well to my work with its aptness for drawn detail and subtlety. Labour intensive and requiring patience, the process can be long and daunting but the respect and care towards each print are an important factor in my work. Drawing slowly and working from photographs, sketches, or pure memory of these locations and domestic spaces, lithography requires careful consideration of each line and mark made. While formal, my lithographic process is treated as a ‘sketchbook’ or ‘journaling’ of sorts, as a selection of thoughts, imagery, and personal experience. Text is often incorporated as a connection to the lived, day-to-day life of a queer person.
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Brian Wagner, Grantsburg, WI; Jan. 1st, 4:45pm, six-colour stone lithograph, 20 x 18in.













CHAPTER 2



Materials and equipment



In the UK we are fortunate to be spoilt for choice when it comes to printmaking brands and shops. Some of the materials you will need for lithography will be found in specialist printmaking shops, but many of the necessary materials can be found in general art stores. You don’t need to spend a fortune on materials; the humblest of art materials can produce fantastic quality prints when handled correctly. Specialist lithographic drawing materials, inks, modifiers and papers can be very expensive nowadays, but alternatives can be used. However, some of these alternatives can be a useful stop gap while you’re testing, but they may affect the archival quality and longevity of your final printed editions.
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Rollers, inks and sundries used for lithographic printmaking in Scarlett Rebecca’s studio.








When it comes to equipment, I recommend spending a little bit more and investing in good quality tools and taking good care of them. It is said that a bad worker blames their tools, and it’s true, a good printmaker can produce quality prints with poor equipment, but the standard of their work will be limited by the poor quality tools. This is especially true for printmaking rollers. Lithographic print uses a flat surface as the matrix and requires complete contact between roller and matrix, to transfer ink to all the fine details. So, a dented or warped roller will make inking your matrix difficult and limit the amount of detail that will be reproduced in the print.






Drawing materials


Dry media


Lithographic drawing materials need to contain grease/ wax/oil, to attract the oil-based ink and repel the gum. Lithographic crayons are available in a variety of hardnesses which denote the amount of grease in them. The more grease, the darker the image will be.


Alternatives: wax crayons, oil pastels, chinagraph pencils and chocolate.
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A selection of specialist lithographic crayons from a variety of makers from across the globe, with a litho drawing chopstick designed by Lee Turner.








Wet media


Lithographic tusche is a mixture of grease and pigment suspended in water. When tusche dries the particles of grease will settle like tide marks, forming the recognisable lithographic reticulated washes. Tusche can be bought in liquid form or in a stick where you must mix your own dilution of ink. It is difficult to simulate these effects with other drawing materials.


Alternatives: toner particles suspended in water, waterproof Indian ink, and printing ink diluted with solvent.


Other drawing materials used in this book include permanent markers, stopping out varnish, photocopy transfer with acetone (nail polish remover), ballpoint pens, dip pens and gum arabic.






Matrices


Aluminium foil, traditional grey lino, side grain wood/ plywood, photocopies/laser prints, and polyester lithography plates.





Printing inks


Traditional hand lithography inks are greasier and stiffer than other printmaking inks and may require modifying for use with alternative lithographic processes to loosen them.


Offset lithography inks are designed for commercial use. They are very highly pigmented so they can be mixed with a large ratio of extender. Offset inks are tackier than hand lithography inks and are not reliably archival or lightfast.


Relief printmaking inks can be used interchangeably with lithographic inks for alternative lithographic processes. Intaglio inks are not designed for lithographic purposes but can be used with the correct modifiers.


Transparent ink/extender will disperse the pigment of another ink in a clear printing base, brightening the colour and allowing colour blending when overlaid. The transparency of the ink will also allow the paper colour to have more effect on the ink colour.


Opaque white ink will increase the opacity of an ink, allowing it to be less affected by base layers; it will also lighten a colour.


Safe-wash or water-based printing inks are not suitable for lithography as they are immiscible in water.





Modifiers


Plate oil/linseed oil is used to reduce the tackiness of ink and to make ink more fluid. Alternative: vegetable oil.


Tack reducer is used to reduce the tackiness/stickiness of the ink but not affect the viscosity. This will help with the transfer of ink from plate to paper.


Alternative: petroleum jelly.




[image: image]




Warm a clean dish with a hairdryer, or in an oven, and rub the tusche stick generously all over the dish. The warmth will help to distribute the tusche over the dish.
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Using a brush saved only for this purpose, mix the tusche with distilled water to form an ink. Test the tusche on scrap paper and dilute with water to your preferred strength.








Magnesium carbonate is used to stiffen inks that are too loose, with no effect on the colour or transparency of the ink. It will also speed up the drying time of the ink. Alternatives: talc, French chalk, cornflour.


Driers will speed up the drying time of the ink. Cobalt driers will dry the ink from the surface downwards, causing the ink to become shiny. Wax driers will have less effect on the appearance of the dried ink. Do not store inks with driers added to them.


Retarder will slow down the drying of the printing ink, to make it workable for longer periods of time.





Printmaking papers


Lithography can be used with a variety of weights and textures of printmaking papers and can be printed onto both dry and dampened papers. There are a few things to consider when selecting your papers:


Archival/acid free


Archival quality papers are strong, pH-neutral or slightly alkaline papers that will not discolour over time, disintegrate or affect the longevity of your image. This will mean your prints will remain in a good condition for decades, which is good news for your buyers. They will be more expensive than other papers so you may not want to use them for trial/test prints.


Mould-made and machine-made papers


These papers are made from cotton or wood pulp, or a mixture of the two. Mould-made papers will have a deckle edge on at least two sides whereas machine-made papers like cartridge papers will have a cut edge. They will contain size, which strengthens the paper by binding the fibres together. These papers can be dampened, which is an important consideration for many alternative lithographic processes. Machine-made papers can be hot or cold pressed, meaning their surface has been treated in production to smooth their surface and calendar (stretch) the paper.


Surface quality


Lithographic printing requires absolute connection between plate and paper for full transference of ink. Smooth papers are recommended, because textured papers will retain less ink, as the textured surface can prevent full contact with the plate. When printing onto dry papers, commercial coated papers designed for offset printing can be used. These papers will have a coating that will increase the smoothness and shine of the paper.


Eastern papers


Traditional papers produced in China (Xuan paper) and Japan (Washi paper) are thin, strong and flexible. They are usually made from long-fibred plant material and can come in a variety of weights and finishes. They are used for calligraphy, stationery, painting, crafts and printmaking and they are perfect for hand printing as they require less exertion to burnish compared to machine-made or mould-made papers.


Hand burnishing vs using a press


The weight and softness of a paper will affect the amount of pressure needed when printing and therefore, the amount of energy needed to burnish by hand. The softness of the paper will also need to be considered if any embossing is desired during printing, or if it is to be avoided. Transference of ink is improved when a paper is dampened so if you are intending to hand burnish your prints you will have more success with papers that can be dampened, whereas if you are using a press you will be able to improve transference with increased pressure. Textured papers can lose their textured appearance when calendared or printed in a press. Handmade papers can often be uneven or contain elements that can damage a press or blanket. This can be avoided by selectively hand burnishing.
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Lithographic printing ink comes in tubes, cartridges and tins. Offset lithographic inks are most commonly found in large tins for commercial printing. A printer will often have a preference for a brand of ink.









Other papers


Newsprint is a cheap, thin and very smooth paper which is ideal for proofs. It is not archival as it is not acid-free, and it will discolour very quickly.


Tissue paper is useful for interleaving between your drying prints, protecting your blankets when printing on a press and for storing prints. Avoid using glazed tissue paper.


Glassine is a strong archival paper likened to a blend of tissue paper and tracing paper, used for storing prints.


Papers used in this book


• Fabriano Artistico


• Fabriano Rosaspina


• Fabriano 5


• Somerset Satin


• Somerset Velvet Newsprint Grey


• Canaletto Bianco


• Seawhite Cartridge


• Awagami Bamboo Select, Washi


• Awagami Kozo, Washi


• Pei Zei, Xuan


• Photocopy paper 120gsm
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The qualities of a paper will affect how a lithograph will look when printed. A textural quality of a paper can dull an image, and a very smooth paper can enhance the vibrancy of the image.












Presses


Traditionally lithographs will have been printed on a specialist lithographic press designed for use with limestones. The presses needed to be strong enough to carry the weight of the stone. The press bed will travel under a scraper bar which will distribute firm, flat pressure against the paper on the stone, producing a reflected image. An offset press has two beds, one for the stone or plate and one for the paper. The offset press has a cylindrical rubber blanket which travels over the stone or plate, collecting the ink in reverse; it then transfers the ink onto dry paper the correct way around. This makes drawing the image much easier as you don’t need to allow for the image to be reversed on the print.


However, specialist lithographic presses are not common, so alternative lithographic processes have been developed to use the much more readily available roller/ etching press. All the alternative lithographic processes in this book have been printed using a roller press/etching press and by hand.
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I used this Xcut Xpress die cut machine converted into an etching press for all the lithographs printed using a press in this book.
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Hughes and Kimber direct press in Scarlett Rebecca’s studio.
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Deffa offset proofing press at Brighton University.












Rollers


The material, shore (hardness), and size of a roller are all factors to consider before purchasing a roller. The roller will need to be larger than the image to be inked to avoid lines from the edge of the roller, so consider the size of plate you will regularly be working with. Hard rollers may not be flexible enough to make full contact with the flat plate when inking up, so medium hardness rollers are recommended for their flexibility. No matter the cost of the roller, it is important to take good care of it. Keep your rollers propped up on their stands, never leave your rollers covered in ink for long periods when not in use, and avoid using solvents to clean them where possible. Whatever you use to clean your rollers, give them a wipe down with a lightly oiled rag afterwards to remove all traces of ink and cleaning fluids. Foam rollers are used to mimic the qualities of the traditional lithographic leather roller. The foam roller helps to keep the plate damp for longer and transfers the ink more delicately, where a rubber roller can be too forceful. Foam rollers can’t be cleaned so you will need a roller for each colour you print with. If ink dries on the surface of the foam it renders it useless; to prevent this, wrap the roller heads in cling film and keep them in the freezer when not in use.
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A selection of hand rollers of varying size and hardness. The smallest rollers here cost between £5 and £15 whereas the large beautiful green durathene roller costs almost £200.
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