Graver, sculpter : un geste moderniste

Descriptions ekphrastiques
dans les manuels de gravure sur bois
des années 1920 et 1930 en Grande Bretagne

Sophie Aymes, Universite de Bourgogne



Clare Leighton, ‘Scything’ (1935)




ohn Farleigh, Engraving on Wood (1954)
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Gwen Raverat, ‘Crossroads, or Autumn’ (1936)
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Edward Wadsworth (1936)
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Malcolm C. Salaman
The Graphic Arts of Great Britain (1917)

Never have the graphic arts in Great Britain been so
much alive as during recent years [...], and never has the
artist had so varied a choice of methods to express his
moods. [...] the draughtsman [...] may turn to the
copper-plate, the wood-block, or the stone, each of them
having been emancipated from the merely reproductive
service which so long held it in bondage, and may
express himself through the artistic language of the
medium, restricted only by his loyalty to the nature of
the material. This revival of original expression through
the different graphic mediums is one of the most
remarkable phases of artistic activity at the present time.

(p- 1)
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A4 New Illustrator

A NEW ILLUSTRATOR: AUBREY

BEARDSLEY. BY
JOSEPH PENNELL.
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Malcolm C. Salaman
“The woodcuts of Mr. Sydney Lee’
The Studio (vol. 63) 1915

[The Limestone Rock] is distinguished among the best
original wood-engravings of our time by not only its
pictorial qualities, its design, its well-balanced masses of
tone, but by the expressive manner in which the material
has been used, the absolute eloquence of the wood itself
in terms of black-and-white. Mr. Lee realises that when
the artist does his own cutting, as of course he should
do, the capabilities of the box-wood block, cut on end on
the grain, are for original expression very great. (p. 19)



Sydney Lee, The Limestone Rock (1914)
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Malcolm C. Salaman, “The Woodcut in England’
(Modern Woodcuts and Lithographs, The Studio 1919)
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John Beedham (1879-1975), Wood Engraving (1920)

BEEDHAM

Iain Macnab (1890-1967), Wood-Engraving (1938)
Clare Leighton (1898-1989), Wood-Engraving and Woodcuts (1932)

John Farleigh (1900-1965), Graven Image (1939)



Clare Leighton, Wood-Engraving and Woodcuts (1932)
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John Farleigh, Engraving

PRINTING

if under inked the print will look thin and starved.
Experience in rolling the ink the right thickness on the
slab is the key to the correct in of olock. Repeat
this printing until a even thin black
print is obtaine remembering alw
should be in the centre of the press for even pr
Clean block with a soft ag and turps before engra S
age of printing is fully observed it will act
guide for all future pro of blocks. Practice and
periment is the best way of ing out how to take a
print.

WOOD ENGRAVING

Diag. 8
Proof No. 2

one sweeping movement but experience is necessary to do
this successfully. :

When the lines are engraved a print should be taken. If
all prints are numbered as they are printed and f'4.rr:mg,cd in
order at the end of the exercises they will provide a useful
reference and guide to future work. (Diag. 8.)

This print will be the first experience of printing your
own engraving and of seeing what the lines look like.

on Wood (1954)

ENGRAVING
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Fill the remaining sq except one, with varying

tints working slowly and carefully to increase the skill in
cuttin

B ALALINN
[EEsco NN




Herbert Furst

The Modern Woodcut (1924)
The Woodcut (1928)

Original Engraving and Etching (1931)



John Farleigh, Graven Image (1939)




Herbert Read (ed.), Unit One: The Modern Movement in
English Architecture, Painting and Sculpture (1934)







