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Wm 31) m t etsen is—H et is flaneeren
Op

’
t koper; ’

t is in ’
t zomerschemeruur

Met malsche vedelsnaren fan taseeren.

’
t Zijn hartsgeheimtjes, die ons de natuur

Vertrouwt, bij
’
t dwalen op de hei, bij

’
t staren

I n zee, naar
’
t wolkjen in het zwerk, of wa r

I n
’
t biezigmeer wat eendjes spelevaren ;

’
t I s duivendons en klauw van d

’
adelaar.

H omeros in can nootje, en tien geboden

Op
’
t vlak eens stuivertjes—een wensch, een zucht,

Gevat in fijn geciseleerde oden.

Een ras gegrepen beeldje in vogelvlucht

’
t I s op

’
t gevoelig goudkleurkopermalen

Met d’ angel eener vesp en ’
t fulpen stof

Der vlinderwiek, gegloeid van zonnestralen ;

De punt dernaald die juist ter snede trof
Wat in des kunstnaars rijke dichterziel

C. Vosm a.



Know ye what etching is? I t is to ramble
On copper ; in a summer tw ilight’s hour
To let sweet Fancy fiddle tunefully.

I t is the whispering from Nature
’

s heart,

H eard when we wander on the moor, or gaze

On the sea, on fleecy clouds of heaven , or at

The rushy lake when p'

ayfulducks are splashing

I t is the down of doves, the eagle
’

s claw ;

”I
‘

is H omer in a nutshell, ten commandments

Writ on a penny's surface ’
tis a w ish,

A sigh, comprised in finelyc hiselled odes,

A little image in its bird’

s- flight caught.

I t is to paint on the soft gold
-hued copper

With sting of wasp and velvet of the w ings

O f butterfly, by sparkling sunbeams glowed.

Even so the etcher
’
s needle , on its point,

Doth catch what in the artist-poet
’
smind

Reality and fancy did create.
fl amlated by H OLDA.





FRAN C I S SEYMOUR HADE N .

H ERE is a book written to increase the public interest in
an art we both love and I dedicate it to youbecause,

in the more difficult way of practical demonstration, youhave
well helped the same cause. I t may be a useful service to
take a pen and tell a somewhat indifferent, or otherwise inte
rested public, how great an art etching is ; but it is a far

higher achievement to take an etching- needle and compel
attention by the beauty of actual performance. The recep
tion youretchingsmet with—areception unprecedented in the
history of the art—must have been gratifying to your feelings
as an artist ; but I am sure that I interpret your sentiments
justly, in supposing that you felt a still keener and nobler
pleasure than that which attends any mere ly personal success.

Youhave the satisfaction of knowing that agreat art, hitherto
grievously and ignorantly neglected, has, by your labours,
received an appreciable increase of consideration ; and that ,
as a consequence of the celebrity of your works, many have
become interested in etching , who, before their appearance,
w ere scarcely even aware of its existence. I t is rather with
reference to this result of your laboars than to their purely
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artistic value that I dedicate this book to you, though, at the
same time, it may be right to add briefly here, what I have
said more at length elsewhere, that of all modern etchers you
seem to be the most completely in unison with the natural
tendencies of the art. H ow much this implies, and what warm
approval may be expressed in this moderate way, the reader
will see elsewhere.



PRE FAC E .

I
‘

H E first edition of th is work has been for some time ex
hansted, and copies of it are only to be had occasionally

from dealers in rare books, at fancy prices. I n the present
edition the book takes its permanent form

,
for it is stereotyped,

and care has therefore been taken about the revision of it.

Besides revising what was already written, I have brought
my work dow n to the latest dates by adding notices of the
most recent etchings of importance, and by explaining the
new est practical improvements in the craft of etching itse lf
w hich are of proved utility and accepted by eminen t workmen.
The present edition contains, indeed, more than two hundred
pages of entirely new matter, so that it may be considered as
a supplement to the first. There are also eight illustrations
w hich did not appear in the first edition.

I t is necessary to give a few words of explanation about
the plates. The book was originally illustrated with impres
sions from orig inal old and modern coppers which were got
together temporarily by dint of good luck, considerable ex

pense
,
and infinite personal trouble. I t w as impossible to

purchase them,
and w hen w e had printed the numberof copies

necessary forour first edition, w e were obliged by ourcontract
to return the plates to their owners. We could not, if we
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would, get those coppers together again, and it has been
thought desirable that the present edition should be cheaper
than it could have been with magnificently abundant illustra
tion. I t was therefore finally decided that the etchings should
now be of minor importance, and that they should be given
not at all as embellishments,” but simply to make the text
more intelligible. Asan instance of thismay be mentioned the
plate from Turner, copied from the L ittle Devil’s Bridge.”

I t does not exhibit Turner’s power of composition
,
for it is

only part of a subject ; it cannot show his mastery over light
and shade, for the mezzotint which gave the light and shade
is omitted ; but it exhibits Turner’s way of drawing and biting
his organic lines, and that is why it is given in this volume.
For this particular purpose it is positively more useful than
the original, since in the original the lines are much obscured
by dark mezzotinting, which was applied to the plate by
Charles Turnerafter J M W Turnerhad etched it. Tomake
the lines very plain. the printerhas been told to print as simply
and clearly as possible . merely that the readermight see what
Turner'

s lines were like. The etchings from othermasters are
in almost every instance portions of plates selected for some
special reason, and not to make the book look pretty. I t was

suggested that by one of the remarkable new photographic

processes suffi ciently accurate copies of etchings might have
been given at a cheap rate ; but it seemed that in a book of a
practical kind like this it was very desirable that the reader
should have plates really produced by the processes of etching
which are described and so often alluded to in its pages. I

therefore took the trouble to copy portionsof plates by various
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masters (a very heavy piece of work, though the result of it
looks so slight); and asstudentsof etching can learn more from
real plates, when they know how they have been bitten, than
from any quantity of vague verbal explanation about getting
lines “ dark or

“ pale, I have also published my ow n private
registers of biting. Reviewers sometimes say very unkind
things of me for giving explanations of this technical kind,
which they neither know -nor care anything about, but art
students write to express their gratitude, and only beg that
the explanations may be made still clearer and more precise.
Between the two I cannot hesitate. The satisfaction of being
in some measure useful to real workers is so substantial a
satisfaction, that it far outweighs any momentary annoy
ance which may be inflicted by the sneers of an ill- natured
reviewer who may happen to be vexed with me for knowing
more about my ow n subject than he possibly can know.

At the same time hearty thanks are offered to many critics
who helped this book when it first appeared, and whose
cordial expressions of approbation no doubt largely contri
buted to its success.

I t w as written originally with a view to certain purposes
of a kind that may be called permanent, and others which
were only temporary. I wished to help in transmitting the

good and sound tradition of etching—this was the permanent
purpose but I wished also to exercise some influence of akind
that m ight be practically useful on the work of the younger
men at the present time ; and this, in a certain sense, was a

temporary purpose. The best way to do this seemed to be an

outspoken criticism of some recent etchers who had influence



xiv FE BEACb .

because they were ce lebrated painters. I t is a popular error
to imagine that because aman can paint cleverly he must also
be able to etch. The knowledge of a painterhas usually, it is
true, been the magazine ofmaterial fromwhich eminent etchers
have selected, by a high faculty of choice, what they put into
their etchings ; but when this selecting faculty is absent

, the

knowledge of apainter ceases to be available in this art. I

have myself actually seen accomplished painters trying what
they could do on the copper, and seen them puzzled, uncertain,
feeble, though they were anything but feeble with the brush.
H e has painted many a picture,” says one who can etch, of a
painter such as I have just alluded to, and by dint of search
ing with opaque materials has even earned the reputation, such
as it is

,
of ‘finish.

’

For the first time he finds himself under
the necessity of considering every stroke. H e begins, and has
soon made a hundred where a master would have made one
but he goes on , and at the expense of many qualities which as
a painter he could have held dear, he arrives at last. H ow

finished l ’ says one ; H ow worthless another—for the last
knows what the first, possibly, does not—that it is one thing
to cover a plate with work until the efl'ect has been obtained,
and another to obtain it with little, or ratherw ith the appear
ance of little. E tching is not painting, but an art (though in
close alliance with painting) in all respects distinct. H e who

so mistakes its end, intention, and scope, as to overlay his work
till all brilliancy and transparence have gone out of it, is con
founding two things, and only labouring to produce opacity.

”

H olding these opinions, I criticised some painters severely as
etchers, whilst admiring their pictures very heartily for their
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own merits ; but some of the severer of these criticisms are

withdraw n from the present edition, as the book has now taken
its permanent form, and it is not desirable to perpetuate
much criticism of that kind, however just and necessary it may
be when first written. Thus the chapteron David Roberts is
w ithdrawn : it was inserted originally because his very poor
and unintelligent work in etching had been injudiciously held
up as a model. Mr. H olman H unt also came in for a page
of criticism severe enough to convey the impression, as - I

learned afterwards, of some personal vengeance oranimosity.

As it happens that I have always felt a great respect for Mr.

H unt's strength of resolution and honesty of purpose in his
career as a painter, and also forhisaccomplished skill (without
mentioning his higher gifts, which cannot be dealt with in a

parenthesis), I am glad to put an end to this misunderstand
ing by withdrawing the page in question. A friend and corre
spondent, who is himself one of the finest etchers in E urope,
told me that he thought highly of a small etching by Mr.

H olman H unt, representing an Egyptian scene with the pyra
mids

,
and the readermay rely upon his Opinion.

A well-know n E nglish Academician
,
not an acquaintance

of mine, wrote to me to ofl
'

er a piece of unasked- for advice
,

which w as to avoid mentioning living men in my writings
,

because he said, “ it savours of cli ueism.

’

I n this howeveri

as in othermatters, a writermust exercise his ow n judgment.
Much of the sort of usefulness aimed at in the present volume
would not be attained if living artists were omitted from its

pages. My work with reference to living men consists almost
always in draw ing public attention to theirmerits, and it seems
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better that this should be done for them whilst they are
alive, and can reap the benefit of any increase of reputation,
than after they are dead, when praise will be of no use to

them. I belong to no clique whatever, and I never have
belonged to any clique. Most of my work has been done in
a foreign country, and when in London or Paris I have gene
rally been much too busily occupied to have time for the
cultivation of cliqueish sentiments. The volume the reader
holds in his hand is indeed a suflicient reply to such an accu
sation as this, for it praises with equal warmth etchers of the
most Opposite qualities and schools when their work has
seemed to be good in its ow n kind.

Another accusation which has been to some extent cir
culated both in the E nglish and American press may deserve
some words of answer. I t has been said of my writings that
they exercise a bad influence by exalting mechanism above
mind

,
because they happen to contain a good deal of tech

n ical information. I t is quite true that technical matters
always seem to me extremely interesting, as they do to all

who are not prevented by sheer ignorance from entering into
such questions ; all artists delight in them, and even in their
difficulties, as mathematicians delight in their problems, and
chess- players in theirs. But I have never regarded technical
skill as anything more than a means of mental expression,
and I have at all times earnestly and energetically maintained
the supreme importance of mental power in art, and as

energetically condemned the base mechanical skill which is
uninformed by noble thought and feeling. Those critics,
therefore, who have accused me of exalting mechanism above
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mind say what is contrary to the truth, and are guilty either
of unpardonable presumption in speaking of a writer they
have not read. or else of yet more unpardonable dishonesty
in wilfully misrepresenting him. My teaching about art sub
ordinates everything to the m ind of the artist, even that truth
to nature which a modern superstition regards as if it were
something sacred. The follow ing extracts from writings
which have been before the public for years are suflicient

evidence of this, and the reader will find more recent matter
in the present volume, especially in the chapter on the

Revival of E tching in England, which maintains and confirms
the same principles.

The art of etching has no mechanical attractiveness. I f

an etching has no meaning it can interest nobody ; if its
significant lines are accompanied by many insignificant ones,
their value is neutralised.”—E td u'ng and E trim s, book i.
ch. iii.

“A great etching is the product of a grandly- constituted
mind every stroke of it has value exactly proportionate to
the mental capacity of the artist ; so that a treatise on etch
ing is necessarily a treatise on the mental powers of great
men .

”—E td u’ng and E falters, book i. ch. vu.

Above all, it should be well understood that etching is
not, as some imagine, a fit pastime for small minds ; but that,
on the contrary, its great glory is to ofl

'

er the means of

powerful and summary expression to the largest.
”—E tclu’ng

and E tdm '

s, book i. ch. vu.

“The etcher needs, no doubt, some manual skill, some

patience, and a moderate amount of care, but these avail him
6
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nothing if they are accompanied by the engraver‘s coldness.

The one capacity which makes all his other powers available
is the capacity forpassionate emotion.

”—E tchz°fzg and E falters,
book i. ch. x ii.

What makes a good etching so peculiarly precious is
that it gives us meaning severed as widely as possible from
mere handicraft. I t is a lump of gold dug out of the artist’s
brain, and not yet alloyed for general circulation. But when
artists thus trenchantly severmechanism from mind, and ofl

'

er

mind by itself, they d iscover, of course, that it is not a very
saleable commodity.

—Signed article in the Fine Arts Quart

terlj Review for January 1 864.

So farfrom being the most mechanical kind of engraving,
etching, as we understand it, is the least mechanical, because
the true etchers never think about mechanical perfections at
all, using lines simply for the expression of artistic thought.
TIn E tclm ’

s H andbook, ch. xviii.
‘fWe affirm that an etched line, as a good etcher draws it,

is less mechanical than a burin line
,
since its modulations

,

produced by the operation of the intellect
, or feeling of the

artist, are more numerous and delicate, because the tool is
more obedient. The anxiety to attain mechanical perfection
would probably injure an etcher by diminishing the spon
taneousness of his expression.

”
Tbe E tc/ref s H andbook

,

ch . xviii.
“The true finish lies in the intensity and successfulness

of the mental act, and that may be proved quite as much
by selection and omission as by hand - labour. Always
endeavour, in etching, to express your thought in as few
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L IST O F I LLUSTRAT ION S.

COVER AND T I TLE -PAGE.

I . Design: on a. back of tbs
“

: volume, above and below ti e title.

These designs of Plovers and Teal are from an etching by M. Braoquemond,
called 7mm d San die (see page They are as faithful an interpretation

of Bracquemond
’
s manner as the material would permit. They are intended to

show the appearance of an etched plate before it is bitten , the black representing
the smoked black ground in which the etching is drawn, and the gold the lines of

bare copper, which are afterwards to come black in the printing. All that is left

black on the plate is white in the printed proof.

The liner lines in this draw ing are purposely run together into shnple broad

Hues, because they would not have printed distinctly in the gold.

2 . Design in gold on blaet on the side of the volume.

This represents, as accurately as the, materials would permit, the appearance

of part of Turner
'
s plate called the w e.Dm

’

l
’
e Bridge (see page when he

had just drawn the lines on the plate. The black represents the black smoked
etching ground. and the gold the copperas it was laid bare by the etching point.

The block w ith which this is stamped on the cover was reproduced photographi

cally froman oE- track (see page 444) from my copy of Turner's lines, which is

given at page 2 72 . I t ismore nearly accurate than any othermannerof reproduc
tion would have permitted, but the lines are for the most part broader than
Turner's lines on the coppermust have been, and they are allmuch less pure and

afterTurner. H ow ever, they have always the true direction, and the design may
be ofuse iupreparing the eye of a beginner for the appearance of a draw ing on

metal in negative, which isall that it is inteuded for.

This isacopy on wood, by Mr. Cooper, of one of Rembrandt’s best portraits
of hlmselfi I t is, I think, the most perfect imitatiouof etching by wood engraving
that I ever saw . Mr. Cooper w isely selected a plate which could be reproduced

texture that cannot be imitated by wood-engraving.

The portrait here copied is that numbered ar6 in I I . Charla Blue
'
s Cata

logue. I t is called Rembrandt an bonnet plat.
”





ETCH ING AND ETCHERS.

BOOK I .

POWERS AND QUAL I TI E S OF
-TH E ART.





CHAPTER I.

E TCH I NG COMPARED WI TH OTH ER ARTE

I . WITH PAINT I NG I N O IL.

ETTI NGaside the obvious difference in favour of paint
ing, that it can represent colour, w e find another

difference, scarcely less obvious, in the manner of inter
pretation. The brush is a better instrument than the point,
because less conventional, since it does not necessarily resort
to lines, and lines do not exist in nature. So far, painting
is the higher art ; but it is not quite so well adapted to the
expression of transient thought. Oil- sketching may be

exceedingly rapid, but the medium does not under all

circumstances admit of memoranda so completely expla

natory as those which may be obtained w ith the point. I n

the most valuable oil- sketching, that in w hich the true
relations of masses of colour are accurately preserved, form
has to be sacrificed ; and yet form is usually more important
than colour in the expression of artistic ideas. The very
presence of colour entails, in hasty work, the abandonment
of form, because in coloured art bad colour is intolerable,
and good colour is not attainable at high speed, unless it is
made the chief aim of the artist. When an etching and an
oil picture are both produced in the same space of time,
the etching is likely to contain a more delicate definition of
many interesting points of form than the picture can. Au

I I
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elaborate picture, the labour of weeks or months, may con

tain more form than any good etching, because good etchings
are almost 1 always done quickly ; but the finished painting
loses in freshness what it gains in completion, and belongs
to a wholly difl

'

erent class of art. The aim of a laboured
picture is power by accumulation the aim of an etching is
power by abstraction and concentration. I t is certain that
some very valuable qualities in oil painting can only be
attained by frequent correction and repainting ; the work is
done over and over again, often scraped till the previous
work shows through, and then the broken tints so obtained,
and which cannot be obtained in any other manner, are
made available for the expression of natural variety and

infinity. I t will be shown in the course of this volume that
some results of this kind are more or less attainable in
laboured etching, but they are not entirely in harmony with
the idea of etching as an independent art . I f we remain
within the limits of true etching, and then compare it simply
with such oil painting as alone is competent to convey
rapid inspirations, we shall find that the worker in oil is

obliged to sacrifice much to colour which the etcher easily
preserves ; and farther, that the very heaviness of the
medium, when the painter sketches in thick colour, is an

obstacle to liberty of expression which the freely gliding
point avoids. The modern habit of sketching in varnish is
in some respects more free, but the adhesiveness of the
varnish often interferes with perfect liberty, and has to be
continually corrected by additions of turpentine. I n this
method

,
as in simple oil painting, the embarrassment of

colour of course remains.

1 The readerw ill please notice the reserve implied by thisword almost. Some

cd vapocema Justiae will be done to these artists ln theirphca
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rival it in vivacity of accent.l When a sepia drawing, com
plete as a study of light and dark, aims also at delicate in
dications of form, it becomes too costly in point of time to
note impressions whilst they are perfectly vivid. The

d ifl
'

erence between sepia and etching, if the same time is
allowed to both, is entirely in favour of sepia if accurate
noting of light and shade is the object, and as entirely in
favour of etching if the artist wishes to draw attention to
points of character. I t is exceedingly diflicult in etching,
and without great labour and correction almost impossible,
to note all delicate weights of tone according to the wish
and intention of the artist ; but in sepia or I ndian ink this
is so easy that where there is failure it may at once be attri
buted to the artist’s weakness in chiaroscuro. The first aim
of a sepia drawing ought to be perfect light and Shade,
because that is the especial perfection attainable in the

method ; but for an etcher to make complete l ight and

shade his first aim would be barbarous, because it could only
be attainable in his art by great labour, and at the cost of
qualities more purely mental which ought to be the glory of
his work.

”

Unless the etcherhas worked very laboriously for tone, and is amasterof the

craft, in which case he may possibly get the relations of light and dark as in a

sepiadraw ing, but never easily.

There isa new school of etching which may be said to have come into being
since the first ed ition of this work was published, and which aims at nothing less

than the complete translation of oil-pictures in to light and shade. The beat men

have succeeded in this quite sufficiently to justify their attempt but the desire for

perfect light and shade is dangerous to the more important quality of expressive

draw ing, and even to light and shade itself, forunless the true relations are attained,

the attempt to reach them ends in mere blackness or a general dulness of foul

greys, which is even worse . An etcher from pictures, who is in reality an engraver

using etching as ameans of translation, w ill naturally give great efiort toattain true

relations of tone ; but an original etcher ought not comake themhis first object ;
apressiouby line ought to be bh first object.
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4. WITH DRAWING IN CHALK AND LITHOGRAPHY.

Since chalk-drawings on paper and on stone have the

same qualities, they may be considered as one art. Litho
graphy is richer than etching in the fulness of a touch,
t
’
est plus gras, its touch is softer and blends better. Some

pictures can be better interpreted by lithography than by
etching. For example, Troyon is admirably rendered by
good lithographers, such as Loutrel, Franqais, and E ugene
Le Roux, and their lithographs convey a better idea of his

manner than etching would . All that is said of etching as

an autographic art is equally true of lithography a litho
graph by H arding is just as truly hisow n as a draw ing done
by him directly on paper. I have often felt surprised that
fine lithographs Should not be more valued than they are
it is true that the world has been flooded w ith bad ones, but
the ex istence of bad performances in any art ought not to
produce the impression that the art is generally weak. No

one looks for great art in a lithograph yet lithography is
perfectly competent to express great ideas. But, though
quite asautographic as etching, and though an appearance of
richness is more easily attainable in it, lithography is so far
inferior to etching in precision and sharpness of minute
accent, that it is inconceivable how one of Rembrandt’s keen
little visages could ever be fairly rendered by chalk on stone.

The points on which expression depends in
.

the etching of a
face are so infinitely minute, that no blunt instrument can
render them, and the lithographer’s chalk is always, when
compared with the etching need le, a blunt instrument. I t

is also continually crumbling away under his hand, and the

very grain of the stone he works upon, though necessary to
detach and hold the particles of chalk on which his effect.

depends, is an impediment to the cleamess of lines. The

lithographer has one great advantage over the etcher, he an



b E TCH I N G COMPARED

see what he is doing, and though drawings on stone always
look better on the stone itself than they do in the printed
proofs, the artist does not work in negative as etchers do,
but in black upon the pleasant warm tint of the stone, just
as if he were drawing in black chalk upon tinted paper.

5 . WITH PEN -DRAWING AND INK LITH OGRAPHY.

I n polite circles, where a knowledge of the fine arts has
not yet penetrated, it is customary to call pen- drawings
“ etchings and since the ex istence of the real art of etch
ing is but little known, it will generally be found that when
a young lady is said to etch well it does not mean that she
bites copper-plates with acid, but simply that she draws
nicely with pen and ink. There are also persons more
advanced in the study of the fine arts, w ho, although aware
that etching and pen-drawing are distinct arts, believe never
theless that their powers and capacities are identical. The

truth is, however, that there are several important points of

difl
'

erence, all which, except one, are in favour of etching.

The pen is a very free instrument when compared with the
burin, but it is not so free as the etching- need le, and the
liberty of the artist is still further limited by the necessity
for avoiding blots, which easily occur in close shading.

Drawing with the pen may be divided into two distinct arts.
I n its first, or simple form, pen -drawing consists of lines
variously disposed, but alw ays draw n w ith ink of tire same

streng tk in its more complex form, pen- drawing reaches
greater delicacy by using ink of infinitely various degrees of
dilution, from the palest that can be visible in a line to the

blackest that will flow from the pen. The first method can

only compete with the most primitive etching, because it can
only imitate etchings done in one biting ; but the second
can also, though at some distance, imitate the more complex
etchings produced by several bitings.
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I t remains to be observed that there is a marked distinc
tion between etching and pen-drawing, as practical arts in
the efl'ect of pressure with the point of the instrument. I f

you press with your pen you enlarge your l ine, so that
pressure becomes an important means of expression. I n

etching, on the other hand, pressure ought always to be

absolutely equal, and the enlargement of the line can only
be effected by taking a blunter point. Pressure, in etching,
ought to be equal, because where it is too heavy the point
ploughs the copper and causes over-biting, and where it is
too light the varnish is not perfectly removed, though it may
seem to be, and the acid either produces no line at all or a

broken series of dashes and dots. We are so accustomed,
in the fine arts, to consider pressure as a means of varying
expression, that inexperienced etchers find the greatest difli
culty in reaching the steady equality of it which is necessary
to the success of the subsequent biting ; and this d ifficulty
is likely to be felt the most by etchers accustomed to express
themselves in arts, such, for example, as violin-playing,
w here every crescendo is an increase of pressure, and every
diminuendo a d iminution of it.
Pen - lithography belongs to the first of the two classes of

pen-drawing paleness cannot be obtained in it by dilution
of ink, but only by the thinness and paucity of the lines.

I t follows that pen- lithography can never approach etching
in variety of depth, and can neither rival, on the one hand,
the delicacy of its fainter passages, nor, on the other, the
vigorous depths of its strongly-bitten blacks. I f w e add to

these inferiorities the comparative want of freedom caused
by the use of an instrument which may produce a blot if too
full,1 or a vacant scratch when it runs dry, and which re

quires replenishing every minute (a continual interruption to
the rapid utterance of thought), we have grounds for a com

1 When the blot is intentional iupen-drawing, it is agreat source of power.

und is constantly used by skilful artists.
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parison which is entirely favourable to etching. Pen- litho
graphy has, however, the great advantages of show ing the

result during the progress of the work, and avoiding the

dangers, w hilst it misses the charms, of many bitings. I t is

consequently far better suited for amateurs.

6 . WITH DRAWI NG IN BLACK LEAD.

The black lead pencil has some defin ite advantages over
the etching- needle. I t may be cut very broad, and in this
state will rapidly produce pale tints of fine quality, not to
be rivalled in etching without much greater labour. I t will
also yield various degrees of blackness to a variety of pres
sure. As lead -pencils are made of different kinds, some
very hard and others soft and black, some with broad leads
for shading, and others to be cut to a fine point, very various
qual ities are attainable in pencil- drawing. There may be an
infinite delicacy and precision with the point, an even breadth
of shade, and some considerable depth in the extreme darks.

I t is, however, especially in these darks that pencil-drawing
comparative ly fails, because it has an unpleasant tendency
to shine, and the blackest black produced with a lead- pencil
is always light in comparison with printer’s ink. The degree
of freedom enjoyed by the designer in black - lead is greater
than the pen allows, but inferior to the freedom of the
etching-point. I t may be Observed , however, that for artists
who have not reached a very high degree of decision, this
freedom of the etching-point is too excessive to be altogether
an advantage. The lead-pencil depresses the surface of the
paper where it passes, and so makes for itself a shallow
Channel whose sides are deep enough to prevent involuntary
slips but the surface of polished copper is so very smooth,
and the thin coat of varnish resists so little, that the etcher
has need of great firmness and precision in the hand itself,
for he can never safely rest upon the point. I t follows that
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pencil -drawing is a far easier art than etching, and in com

mon with the other arts we have been considering, it has the
great advantage of being a positive art, etching (by the
process usually followed) being altogether negative. I t is

scarcely necessary to explain these useful terms, borrowed
from photography ; but as a few readers may be un
acquainted with them, it may be well to add that a positive
art is one in which darks are represented by darks, and
lights by lights ; whereas in a negative art, such as etching,
darks are represented (in the direct work of the artist) by
lights, and lights by darks. This adds greatly to the

difficulty of etching, especially in the case of beginners, who
find themselves greatly embarrassed by the impossibility (to
them) of translating their work into its corresponding posi
tive, as the printing- press will translate it. I n sculpture, the
sculptorwho makesa bas- reliefworks in positive, and the seal
engraver and die-sinker in negative ; but the seal- engraver
has a great advantage over the etcher in being able to take
frequent proofs of his work during its progress, which the
etcher can only do after removing the varnish from his plate.
The finest pencil-drawings do not attempt depths of

shade, but content themselves with comparatively pale tones.

The worst pencil-drawings, those of school-boys who pursue
the fine arts, usually abound in passageswhere great pressure
and much repetition, and very black pencils indeed, have
ended in the production of such brilliant black- leading as

might delight the eyes of an artistic housemaid. The blacks
of etching are safer in quality, for, at least, they never shine,
and easily reach an intense depth ; but the pale tones of

pencil- drawing are safer than the pale tones of etching.
As to the value of the two methods, much depends on the

kind of subject, and much upon the temper of the master.
A naked figure, by Gerome, is better in pencil, because its
modelling is truer and more delicate than any modelling
Gerome could express with the etching- needle ; but an old
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man’s face, by Rembrandt, is rendered more incisively with
the point than it could be with any other instrument.

7 . WITH TH E GRAPHOTYPE .

Since the Graphotype is a recent invention, it may be
necessary, first, to give a brief description of the process.

Finely powdered chalk is Spread th ickly on a metal plate
and then subjected to hydraulic pressure till it becomes a

solid mass with a beautiful white surface, slightly shining
,

but not inconveniently brilliant. On this surface the artist
draws in a glutinous ink, perfectly black, flowing from a

finely
-pointed little brush ; the pen cannot be used, on

account of the friability of the chalk. The ink glues the
particles of chalk where it passes, and when the drawing is
complete the white spaces between the lines are easily
hollowed by rubbing them gently with a piece of velvet or a
l ight brush . The black lines remain in relief, like the lines
of a woodcut. The plate is then dipped in a solution of

fl int and so hardened, after which a stereotype cast, or an
electrotype copy, is taken from it, and this stereotype or

electrotype serves to print from as a woodcut.
The most obvious advantage of the graphotype is that it

is a positive process in every sense. Not only is it superior
to etching in showing the artist black for black and white
for white, instead of glittering copper for black, and lamp
black for white, but it is superior both to etching and

l ithography in the entire absence of reversing ; the Objects
that wil l be to the right in the print are to the artist’s
right as he works. I t is as easy as drawing upon paper
with a brush- point and ink of uniform thickness, in lines
No brushwork in the painter’s sense is possible, nor are

any more or less pale lines, but the lines may vary in

thickness.

The graphotype is as autographic as any process ever
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of it. But as it happens that paper is white and light
coloured, for the most part, and as people are accustomed
to see drawings done in dark upon white, because it is
easier to make a very black line on white paper than a

very white line upon black, it follows that black upon white
has come to be considered by the world in general a more
natural and rational, and in every way more orthodox,
method of proceeding than white upon black. So the
wood engravers have all along been laboriously cutting out

bits of white to make us feel as if they had engraved the

black lines, and every hasty scrawl of the draughtsman has had
to be carefully cut round by them. H ence, wood engraving
has not been a genuine art, except in a few instances, nor
have its natural powers been duly cultivated. I t has ocen
pied the position of some man of great natural ability, who
has had the misfortune to be bred to a profession forwhich
his faculties were always unsuited, who by dint of long
study and patience has taught himself to do what was

required of him, but who has left his true self uncultivated
and unexpressed. There are several instances of true wood
engraving in the illustrations of Gustave Doré but there
are many more examples of attempts to imitate other arts.

The most genuine wood engraving may be know n at once by
the perfect frankness of its white lines, and the plain inten
tion of its white spaces, as cut out lig/zts, not mere intervals
of white paper. I t may be objected that art more naturally
proceeds by black lines than by white lines ; but this is one
of the common illusions of custom. We are more accus
tomed to see artists work in black lines than in white ; but
if the question be referred to nature, it will be found that
natural darks are relieved against lights, and lights against
darks, in about equal proportion, so that the pow er of

drawing white lines is just about as useful as the power
of drawing black ones. The next time the reader sees a

common hedge he will have an opportunity for testing this
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doctrine, and will as often find light tw igs against dark
places as the converse.

1

An attempt to compare wood engraving with etching is
embarrassed by the various false directions of wood engraving
as practised by contemporary artists. One of its recent
developments is the imitation of etching itself ; and here,
of course, the false art remains at an infinite d istance from
the true one. No wood engraving can ever reach the variety
of tint obtained by variety of biting ; and although modern
woodcutters are, as mechanics, skilful to a degree which
would have astonished Albert Durer, no surface printing
can give lines of such fineness and delicacy as may be

reached by etched lines, or dry- point scratches, with the

ink in them. The best way to compare the wood engraver
’

s

imitation of etching with etching itself is to put such wood
cut copies of Rembrandt’s etchings as those pub lished in
the H istoire des Peintres Side by side with the originals.
The woodcuts in that publication are as good as any modern
imitative work whatever, so that the comparison is a fair

one . The character of the original is cleverly suggested ;
but the degree of reproduction attained is about that attain
able in a pen- drawing, with thick I ndian ink, never diluted
for lighter passages.

As instances of genuine wood engraving, by white lines and spaces, may be

mentioned the follow ing subjects from Doré’s Quixote z” Mair, Seigneur,

err/antspa dres -Vol. i. ch. axv. engraved by Pisau. Tandis qu
’
on naviguait

aiusi, Zora
'

i
'

de restait Ames cdtés. - Vol. i. ch. all. engraved by Pisau. Enfiu

ar bout de trois jours on trouva la capricieuse Leandra daus le fond d
’

una

caverne.

"—Vol. l. ch. Ii. engraved by Pisan.

“
J
'

ai deji fait, Seigneur Duran

dart, ce que vous m’
aves commandé dans la fatale journée de notre déroute.

”

Vol. ii. ch. xxiii. engraved by Pisan.

“
Je suisMerlin, celui que les histoires disent

avoiren ladiable pourpére .

”—Vol. u. ch. xxxv. without engraver
’
s name. L5.

as termine le chant de l
’
amoureuse Altisidore.

”—Vol. ii. ch. xliv. engraved by

Pisan. In the last the readermay observe the frank cross-hatching of white lines

fin ahsbit espedally in the dressesof the ladies.
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Another kind of wood engraving is the imitation of burin
work on copper or steel. By far the best instances of this
are the cuts after Durer’s Copper or steel plates in the work
just referred to, especially the Melancholy,” which is a

wonderful example of clear and minute line-cutting. To

compare work of this kind with etching is unnecessary,
because all the qualities of woodcut imitations of steel
engraving are possessed in higher perfection by steel en
graving itself, which we shall shortly have to consider.
N ext to woodcutting in avowed white lines, the kind of

work in which the engraver has most to do is the interpre
tation of tints. I n facsimile engraving, the engraver has
nothing to do beyond the removal of unstained wood, an
operation requiring no more intellect, though greater manual
skill, than the rubbing away of chalk in the graphotype.
But the accurate interpretation of tints requires great artistic
j udgmen t, as well as great manual skill ; and the wood en

graver who renders a washed drawing without missing any

essential relation of tone, and by means of lines invented by
h imself, is exercising an art which, whether true or false in
its method, has claims of its ow n, and may be seriously
compared with etching. What first strikes us is a w ide
difference in popularity, entirely in favour of wood engrav

ing. I nterpretative wood engraving (as opposed to fac

simile wood engraving) is in the fullest and most extensive
sense popular. Many thousands of copies of woodcut illus
trations are sold easily, when the same subjects, if they had
been etched on copper, would have found with difliculty two
or three hundred purchasers. This is due, in part, to the

greater cheapness of woodcuts, which may be cheaply
printed, and will yield immense editions without deteriora
tion ; but it is also due, and in a still greater degree, to some
quality in wood engraving which charms the ordinary spec
tator, and which is either absent from etching or neutralised
by some other peculiarity offensive to the uneducated eye
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I t is probable that this quality is an appearance of softness.
First-rate modern woodcutting, aided by the artifice of ln

serting various thicknesses of paper, so as to obtain a variety
of pressure in the printing, attains a degree of softness in
itself highly agreeable, and always delightful to the ignorant.
E tching, on the contrary, has a natural tendency to look
meagre and scratchy,” a tendency overcome only by the
most skilful masters.

1 I f the readerwill take the trouble to
compare Mr. Birket Foster’s drawings on wood, as interpreted
by Mr. Edmund Evans, with the etchings of the same artist,
he will at once understand the popular feeling, though he
may not fully share it. The engravings are richer and softer
than the etchings ; they have more amenity. I t is with the
fine arts as with individual men : amenity is amore popular
quality than freedom or truth. E tching is like those
characters in real life, too seldom appreciated at their full
value, who have abundant energy, great freedom of manner,
and an insight too keen to be always agreeable, and whose
intense personality and originality make them almost ln
capable of concession or conformity. Wood engraving is
usually executed in quite a different Spirit. The engraver
does not work passionately, like the true etcher, but gives
patient and skilled labour to make his work pleasant to the
eye. H is art is thus more in unison with the temper of

society, which likes a gentle manner and perfect training in
little things, and rather objects to intellect, if it disdains con
ventional expression, and takes no pains tomake itself agree
able. The whole life of the wood engraver is devoted to

arts of interpretation, which the etcher disdains as mecha
nism and it is to the perfection attained in these minor arts
that the popularity of modern wood engraving is due.

’

But entirely overcome by them. There are etchings by Rajon and H édouiu,
for example, in which the quality of softness, wherever the artist desired it, has

beeuas fully attained as it could be eveuin achalk or charcoaldrawing.

‘ In thsbest wood engraviug there isoften alivdy sparkle due tothe iutanw
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9. WITH ENGRAVINGm MEZZOTINT.

H aving prepared his plate by roughening it all over w ith
a heavy tool, so constructed as to present a great numberof
little sharp teeth, each of which producesa small indentation
and raises a corresponding bur, the engraver in mezzotint
starts from a point exactly opposed to that of the aquafortist.
H is plate, before anything is represented upon it, yields an

impression which is entirely black, and a very rich soft black
,

perfectly equal, and show ing no line or mark of any kind.

The etcher’s plate, on the contrary, yields a perfectly white
impression. The engraver in mezzotint, like the engraveron
wood, makes his plate lighter as he works, wh ilst the etcher
darkens his plate. There is also another difference, not less
important—the etcher works by lines

,
and the mezzotint

engraver by spaces. The consequence of these difl'

erences

of method is a difference of quality and spirit. E very art,
so long as it is healthy and rightly pursued, tends to express
chiefly those artistic ideas which it can express most easily.
Mezzotint is naturally rich and soft, with the corresponding
defect of vagueness and want of precision in detail, and be

cause its blacks are so full and perfect, and so cheaply oh

tained , it has a tendency to blackness. E tching tends to

thinness and hardness, but is capable of any conceivable
degree of firmness and precision in detail. I t would be
absolutely impossible to engrave in pure mezzotint one of

Rembrandt’s etched faces on the same scale, without missing
some of those Sharp and delicate accents upon which the

power of the work mainly depends. On the other hand,
although pure etching, without the bur raised by the dry

way In which the engraverhasutilised touches of white, often very minute. You

seldom find this quality in etching, but it is perfectly attainable by the etcher who

chooses tomake it one of his technical purposes. See the chapter in this volume

I I I the works of Samuel Palmer.
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point,1 can never imitate the peculiar velvety softness of

mezzotint, it can fully rival its depth and richness of effect.
The two arts are to a considerable extent complementary of
each other. Pure etching, when not laborious in finish, has
a meagre look which mezzotint corrects, and mezzotint has
a want of energy and precision which a few etched linesmay
often effectually supply. Mezzotint and etching are there
fore often seen in combination, as in the L iberStudiorum
of Turner. E ngravers’ etching, in combination with mez
zotint, is now popular enough, when helped by machine
ruling, for the production of large prints to hang in drawing
rooms. The mezzotint gives a look of softness, and the

machine- ruling an appearance of neatness, which make the
etching pass current with the print-buying section of the
public.

I 0. WITH LINE -ENGRAVING.

The mechanical difficulties of line-engraving are so great
that they have naturally absorbed much of the attention of
line-engravers—so muck that the conquest of mechanical
difliculty has been too often regarded by them as the chief
aim of their lives, to the neglect of artistic qualities. The

degradation of line-engraving was complete when a tradition
had at length regulated every method of interpretation, and,
leaving nothing to the instinct and feeling of the workman,
prescribed for him w here to put thick lines and thin lines,
and lozenges with dots in the middle. H aving attained
skill in a difficult handicraft, the engravers became proud of
their accomplishments, and, forgetting that the only rational
use of them could be the interpretation of artistic ideas,
took to displaying them for themselves, without reference to
either nature or art. To cut lines regularly and put dots
neatly became an aim in itself: The instrument chiefly
used by line-engravers, the burin, is answerable for much of

Su the chapterouDry Point.

C
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this lamentable aberration. No tool used in the fine arts
has less freedom. I t is difficult to handle, requires the

application of an appreciable amount of force, and is always
slow, even in the most skilful hands. The lines which it
cuts are singularly pure and sharp, and it can vary both
their thickness and their depth, obediently to the pressure
of the fingers and the lower part of the palm. I t describes
beautiful curves quite naturally, like a skate that bites in
ice, but it has great difliculty in following violent and minute
irregularities. I ts operation on the mind of the artist who
uses it is always to make him patient and very attentive to
mechanical matters, for which he has to be perfectly cool,
and this coolness easily chills into coldness. I f modern line
engravers were in the habit of engraving their own inven

tions, as Durer did, the chilling influence of the instrument
would have been less visible in their work, because a man
who expresses his ow n thought has always more heat and
vivacity than a man who only interprets the thought of
another. The misfortune of line - engraving has been that
mechanical dexterity has been made too absorbing a pur
suit, and that it has been devoted too exclusively to copyism.

No art could long resist these adverse influences. Even
etching itself, free and original as it is, would lose much of

its freedom and all its originality, if the public required
from it mechanical perfection, and set it to the dull business
of copying finished pictures.

The decline of line- engraving, in the commercial sense,
has been due to its great costliness rather than to any

artistic deficiency, and as this costliness in money is merely
an expression for costl iness in time, line-engraving cannot
flourish as etching may, in spite of public neglect, because
the practitioners of it cannot afford to pursue it without
reference to pecuniary results. Such an art as line -engrav

ing cannot ex ist without liberal support, but the failure of
such support is not to be taken as any proof of inferiority
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cloud- forms, their melting imperceptible gradations. But

the engravers have truly made plates of copper yield images
as closely resembling skies as the absence of colour and

feebleness of art
’

s light may adm it of ; they have done
more than suggest, they have represented .

A brief recapitulation of the foregoing pages may be
useful before we proceed farther.
E tching is superior to oil- sketching in form, and to oil

painting in freshness. I t is inferior to both in truth of

tone, unless at the cost of immense labour, aided by un
common skill.
I t is superior to water-colour in decision and directness,

because its earliest work remains, being never obliterated
by subsequent washes and removals.
I t is inferior to sepia-drawing in accurate rendering of

weights of light and dark, but superior to it in indications
of form .

I t is superior to lithography in precision of minute form
and sharpness of accent, but inferior to it in richness and

fulness of touch.
I t is superior to pen-drawing in freedom, variety, and

power, but inferior to it in not being sensitive to pressure.
I t is superior to the lead- pencil in depth and power, but

inferior to it in equality of pale gradations.

I t is superior to the graphotype in variety of depth and

in delicacy of line, but inferior so far as executive facility is
concerned in being entirely a negative art, whilst the grapho
type is entirely positive. E tching is, however, superior to
the graphotype in freedom.

E tching is superior to wood engraving in freedom and

depth, but inferior to it in the kind of amenity which is
pOpular.

I t is inferior to mezzotint in softness, but excels it in
firmness and precision.
I t is far superior to line- engraving in freedom, but, unless
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in exceptional instances inferior to it in the modelling of

flesh. E tching is also very far inferior to the best modern
point- engraving in the representation of skies.

The strong points of etching in comparison with other
arts are its great freedom, precision, and pow er. I ts weak
points may be reduced to a single head. The accurate
subdivision of delicate tones, or, in two words, perfect
tonality, is very diflicult in etching ; so that perfect model
ling is very rare in the art, and the true representation of

skies, which depends on the most delicate discrimination of

these values, still rarer.



CHAPTER II.

DIFFI CULTI E S AND FACI L I TI E S OF E TCH I NG.

N an article on Mr. H aden’s etchings in the “ Fine Arts
Quarterly Review, Mr. Palgrave gives some encourage

ment to the general opinion that etching is one of the

easiest of the arts. Mr. H aden has wisely chosen that
branch of art which lays by far the smallest stress on a

long course of manual practice. E ngraving in its severest
forms must probably be placed below oil-painting or sculp
ture in its manual demands. But the highest skill in
etching might be reached sooner than the skill to lay one

square inch of even lines with the graver.
Mr. Palgrave refers to the difliculty of manual execution

only, and there is much truth in what he says, but not

the whole truth. I n speaking Of an art like etching
, it is

exceedingly difficult to detach manual from intellectual
qualities. I n line- engraving this is easier, because in line
engraving manual dex terities have been made a distinct
aim, and youknow when aman can make lozenges of equal
dimensions, and put his dots exactly in the middle of them.

But the peculiarity of etching, and its great nobility as a

fine art, consist in its disdain of all mechanical or purely
manual dexterities whatever. The quality of an etched line
depends on its meaning, and on that alone. Skill in etching
is always complicated with considerations of feeling and

knowledge ; if you eliminate these anybody may etch, be
cause anybody can make lines on a varnished plate as clear
and free as H aden ’s.
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When Mr. Palgrave says that “ the highest skill in etching
might be reached sooner than the skill to lay one square
inch of even lines with the graver,

” he does not tell us by
what sort of person this “ highest skill ” in etching might be
so easily reached. This is unfortunate, because the reader
may allowably infer that average humanity is understood.

The “ highest skill in etching cannot be reached at all

by the average aspirant. Thousands have attempted etch
ing, and these include painters of considerable artistic culture
and experience. I n this multitude you cannot find th irty
first- rate etchers : there are not twenty, there may be ten .

I f there is any human pursuit wholly inaccessible to men of
ordinary powers, it is etching. I n this respect there is
nothing comparable to it except poetry. Patient industry
and some imitative faculty may produce a passable engrav

ing ; learning and long training an academic picture ; but
nobody can be taught to make fine etchings or fine poems.

Some pursuits require long labour, but reward all students
of fair ability who are willing to give the labour ; amongst
these are the common trades and professions. Other pur
suits reward a few aspirants richly and speedily

,
but to men

of ordinary organisation give no return for a w hole life of

toil. The first may be difficult, but are yet possible to all

sane men at the price of ten or fifteen years’ labour ; the
second may be what is called easy,” and yet to nineteen
men out of twenty absolutely and eternally unattainable.
The highest skill in poetry might be reached sooner thi n

a comprehensive acquaintance with historical literature.
Yes, if youpresuppose aTennyson.

The greatest technical difliculty of etching—not precisely
a manual ” difficulty, for it depends in great measure upon
the use of the mordant—is the difficulty of arriving at the
relative weights of dark which the artist desires.
I n this respect etching is far more difficult than any form



of art where results are immediately visible. An artist

may be able to get the tones he wants in sepia, or w ith the

pen, and yet be altogether uncertain w ith the etching
needle.
E tching is here more difficult than line- engraving, because

the engraver sees his plate, and has frequent proofs taken
during its progress, for his guidance.

A negative process is always so far more difficult than a
positive process. Drawing on wood, lithography, and the

graphotype, are technically easier than negative etching.

When the brush can be used for shading, instead of lines,
there is, so far, greater facility. Setting aside the difficulty
of colour, painting is easier than etching.

I n an introductory letter by M. Charles Blane, prefixed
to Lalanne

’

s treatise on etching, occurs the following
passage

Ah l si les d ilettantes qui s
’

ennuient, si les artistes qui
aiment afixer une impression fugitive, si les riches qui sont
blasés sur les plaisirs de la photographie savaient combien
est piquant l’intérét de l 'eau - forte, votre petit ouvrage aurait
un succes fou. I l n’est pas jusqu

’

aux femmes élégantes ct

lettrées qui, fatiguées de leur désoeuvrement et de leurs
chifl

'

ons ne puissent trouver nudélassement plein d’attraits
dans l’art de dessiner sur le vernis et d

’

y faire mordre avec
esprit leurs fantaisies d’un jour.”

I t is very possible that if ladies in general were to take
up etching as they took up potichomanie a few years ago,

the sale of manuals on etching might become very consider
able, but the cause of true art would gain nothing by the

Spread of a delusive fashion of that kind. I n the whole
range of the arts it is not possible to suggest one so unsuitable
for ordinary amateurs. Very much of the merit of an etch
ing depends upon abstraction, and abstraction requires even

greater knowledge than elaboration. E tching must be done
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rapidly and decisively, whereaswhen theuntrained draughts
man goes fast he always goes wrong, and when he is rigidly
decisive it is rigidity in error. A process to suit amateurs
should require as little abstraction as possible, and allow of

as much hesitation and correct ion ; above all, the effects of
work done Should be clearly and immediately visible. The

most suitable art for amateurs is oil painting without the
embarrassment of colour. A tube of flake white and a tube
of Vandyke brown, a prepared milled-board, a selection of

hog brushes, and a little linseed oil, are the easiest materials
for an amateur to manage ; with these he can see what he
is doing, and may correct and efl

'

ace as much as ever he

pleases. But a copper plate covered w ith black varnish, in
which every line shows itself in glittering metal, an arrange
ment of shading made wholly with a view to a future biting,
a needle that slipsabout on the smooth Copper every time
the hand trembles or hesitates— these are not favourable
conditions.
H aving quoted two writers with whom, however greatly

we may respect their general ability , we find it impossible to
concur on this particular question of the supposed facility of
etching, it is agreeable to change the attitude of opposition
for that of cordial approval, and conclude the chapter with a
quotation which has our entire adherence.
I n the “FineArtsQuarterly

”
for June I 866, awriter who

preferred to remain anonymous, but who gave evidence of
unusual knowledge of his subject, as well as unusual enthusi
asm forit, naturally found himselfobliged to notice a delusion
which, howeverunworthy of serious attention, too generally
detracts from the estimation of etching to be passed over in
silence
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Of all modern misapprehensions connected with etching
- once accounted an art in which only a master could excel
—is that which supposes it to be particularly suited to the

half-educated art ist The experience which has arisen out
of close observation and practice, and which enabled the old
etcher to express himself promptly and by simple means, is
in these days, it would seem, a proof that his treatment is
loose, and that he deals only in indications. The fact that
he has learned to select essentials and reject non- essentials,
and especially if he is able to do this before nature, that he
is merely sketching ; in short, the very qualities which even
a great artist is the last to arrive at—simplicity and breadth
—are, for some unaccountable reason, quoted to his preju

d ice if he happens to be able to observe them on copper.
For ourselves, we are well persuaded that etching, of all the
arts, is the one least fitted to the amateur ; supposing, of
course, the amateurto be the person he is generally described
to be. But there are amateurs of different degree.” 1

1 The central difi culty, of a technical kind, in etching, and at the same time a

difficulty peculiar to this art, is the biting. By great delicacy of observation and

keenness of judgment in guessing how something is going on which youcan never

quite clearly see, youmay finally overcome this difi culty enough for practical pur

poses ; that is to say, youmay bite accurately enough for the plate to be brought

rightultimately by re-biting and partial rubbing
-out w ith charcoal

,
but there will

ever remain a degree of uncertainty about biting, which is avery great difi culty



https://www.forgottenbooks.com/join
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occasionally pri nted painters’ etchings, but was more com

monly employed upon engravings. divided the etchings of

engravers and those of painters into two categories, as being
finished ” and unfinished.

”
The platesof Rembrandt were

not, in his view, completed works, but attempts at engraving,
which had stopped far short of completion, because the artist
was unable to carry them farther.
There exists also an idea that etching is an Imperfect

art.
”

I t is not more imperfect than line -engraving, though
its limitations are different. E very art has its limitations.
No sculptor could ever carve a tree in marble, and yet we
do not speak of sculpture as an

“ imperfect art. The

powers and limitations of etching are fairly examined else

where in this volume, and the writer's conclusion is by no

means unfavourable. I ndeed, it is easy to show that the art
is unusually versatile.

A notion which could grow up nowhere but in E ngland,
the natural home of theories about the dignity of occupa
t ions, is, that etching is beneath the attention of great
painters. The writer actually met with a printseller who

considered it beneath Landseer’s dignity, as a knight and
Academician , to condescend to etch ! No serious refutation
can be given to objections of this kind.

These signs of apathy are briefly noticed here to mark

the stage we are just leaving. The reception of Mr. H aden’s
etchings, and especially the intelligent and abundant criticism
which hailed them in the periodical press, was the dawn of a

greater enlightenment. I ndifl
'

erence to etching is wholly ia
compatible with high art- culture and if we really advance,
as w e suppose ourselves to do, the true rank and importance
of the greatest of the linear arts cannot long remain hidden
from us.
Much of the enjoyment which we derive from art con

sists in recogn ition of the truths which the artist intended to
express. But people recogn ise only what they already



OF E TCH I N G. 39

know therefore this pleasure is very slight at first, and in
creases with our acquired knowledge. And there are certain
forms of art so strangely abstracted and abbreviated, that
very great knowledge is required in the spectator to read
them at all, j ust as it is necessary to understand a language
thoroughly if w e would read letters in it in a hurried hand
writing, full of marks and abbreviations peculiar to the

individual writer. To the informed judge, this kind of

artistic expression is, from its perfect frankness, peculiarly
interesting ; to the ordinary spectator it is uninteresting,
because illegible.
The art of etching has no mechanical attractiveness. I f

an etching has no meaning it can interest nobody ; if its
significant lines are accompanied by many insignificant ones,
their value is neutralised . But if all the lines are significant
and the spectator unable to read their meaning, they must
seem to him quite as worthless as those of a bad etching
seem to a thorough critic.
Much of the popularity of engravings is due to the neat

ness of the mechanical performance, which all recognise.
Machine- ruling is agreeable because it is so neat and regular;
mezzotint is pleasant because it is rich and soft ; some oil

painting looks marvellously smooth. Almost every art,

except etching, has some external charm of this kind, which,
independently of mental expression, serves to secure the
approbation of the vulgar. I t is because etching has no

attraction of this kind that it is not, nor can be, popular.
Since, however, etching relies on qualities of sterling

value, it can never cease to be highly appreciated by a

limited public of its ow n ; and in countries where general
art- culture is on the increase, this little public must always
be adding to its strength, and better able to make its

opinion listened to.

This little public, loving the art on high grounds, is
naturally fastidious. The buyers of etchings are more difii
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cult to please than the buyers of pictures. The extensive
sale of bad etchings would do no good to the art, and, if

etching were popular, it is likely that many etchers would
work down to a low popular standard, as so many painters
are in these days compelled to do or starve.

I t is a matter less for regret than congratulation that an
art should exist safe from the baneful influences of vulgar
patronage. This is the good side of unpopularity, and it is
enough to reconcile all who truly love what is noble and

genuine in etching to the general neglect of it.1

Since thiswaswritten etching hasbecomemore popular, forit isnow very com

monly employed in the illustration ofworksupon art, artistic periodicalssuch as the
“Gazette des Beans -Arts,

"
the “ Portfolio,

"
the Be itschrift fur Bildende Kunst,"

and especially to illustrate catalogues of picture collections. Much techn ical skill

has been developed by this kind of practice, but it may be doubted whether it is

likely to make the public understand great spon taneous work better than it did

before. On the contrary, the more w e are accustomed to high finish of this

pictorial kind, the less are we likely to tolerate what may seem to us a ruder

expression. Besides, the expression of original thought in etching, which is the

essence of the art, is as little encouraged, w ith one or two exceptions, as ever it

was. E tching is now extensively used as one of the forms of engraving, for the

interpretation of pictures not painted by the etcher, but it is almost in poasible for

an etcher to live by original work, however excellent.



CHAPTE R IV.

TH E [NFL UE N CE OF CONN OI SSE URSFIP.

T
H E greatest evil in the present relation of etching to
the public is, that in the little world that really cares

for it there should exist a too considerable proportion of

persons who are rather connoisseurs than amateurs. The

distinction between the two is worth insisting upon, because
true amateurs can do nothing but good to any art, whilst
connoisseurs, though of use in their way, and even necessary
in small numbers, mix their usefulness with much that is
positively harmful.
A genuine amateur is a person who values art because it

is good as art, and not because it is dear and rare. A

genu ine amateur looks for artistic merits alone, and is so

entirely free from the passion of curiosity- hunting, that he
guards himself against the curiosity-madness as a man with
a great moral ideal guards himself against dipsomania.

The love of curiosity- collecting seems to him a weakness,
having some possible utility in the preservation of certain
objects in a half- civilised century like this, and so to be

tolerated till we finally emerge from the condition of

savagery ; but he sees clearly that it is not a love of art.

Somebody with the curiosity - mania happens to take up
button- collecting, or cork- collecting, or autograph- collecting,
or by accident he may be turned to the collecting of etch
ings, which, on account of rare states, offers as much to

in terest him as anything else ; but the true amateur knows
the difference between this fancy and the love of art for its
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ow n sake. One such amateur said, I earnestly wish that
all works of art, good, bad, and indifferent, were just worth
as much as a gallon of atmospheric air, and no more ; we
should find out than who loved art and who didn’t.” A

man who could say that, and, having a collection of his

own, wish it heartily, had the spirit of the noblest amateur
ship. That spirit desires what is good, but takes no pride
in the exclusive possession of it, and only wishes that others
might have the good things also, and the ability to enjoy
them. I f I have a rare etching by Rembrandt, and am

happy and proud that other people want it, and envy me
because they cannot get it, I lie in the slough and mire of a
low egotism, and if I glorify myself as a lover of art on

these grounds I deserve no good report. A fair test of true
amateursh ip is the way people take the recent discovery of
steeling. I n former times an etching on copper yielded a

few hundred impressions, and a dry
- point about one- tenth

of the number, before the plate was worn into worthlessness.

The finest impressions were the earliest, and when the plate
became old it yielded impressions so wretched, that copies
of the finest Rembrandts, in the last stage of their ex istence,
are now not worth in the market more than a thousandth
part of the value of the earlier proofs, whilst the d ifference
in artistic estimation would be much wider, being infinite.

But in these latter days an ingenious Frenchman has called
in electricity to remedy this evil. H e covers a copper plate,
after it is engraved, with a coating of steel so infin itesimally
deep, that it does not fill up the lightest scratch of the dry
point. During the printing it is this coating of steel, and
not the copper, which has to bear the friction ; and when
the steel is worn through in any place it is easily removed
by a solvent which does not hurt the copper, after which the
plate may be te-steeled, and this may be repeated over and
over again, so that immense editions of etchings may in

these days be printed, without friction on the copper, only
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on its thin steel coat. I t follows, of course. that unless
especial care is taken not to benefit by this discovery, the
days of rare fine proofs in work done after this time are

over. Everybody will be able to get good proofs of the

work of etchers, just as everybody is able to get a correct
ed ition of Scott or Byron. Now this discovery is hateful to
lovers of etchings as curiosities, and altogether acceptable
and delightful to true amateurs of art. A true amateur
hates an impression from a worn plate, not because it is
common, but because it is bad as art the relations of tone
having all gone wrong, and the most delicate lines being
lost altogether ; but the curiosity-hunter hates worn impres
sions chiefly because they are common, and may be had of

the low printsellers on the Quai des Augustins, at ten sous
a- piece. The true amateur is glad of a discovery which
will make good etchings cheap by mere multiplicity of good
impressions, so that nobody will be tempted to exhaust a
plate. Would it be a bad thing if there were a m illion
perfect copies of Rembrandt

’

s finest works ? Are there not
a million copies of H amlet, and do we value Shakspeare
the less for his boundless publicity and illimitable possibility
of reproduction ?
Amateurship, in the higher sense, means the state in

which the love of art is chief, and everything else sub

ordinate. I n connoisseurship, knowledge is chief, and the

pride of knowledge, love being subordinate or non- existent.
The glory of connoisseurship is to have ascertained and to

possess in perfect readiness many facts relating to work
done by famous men ; and these facts have very often no

connection whatever with artistic quality or natural truth.

I t is a great thing for a connoisseur, for instance, to know
whether a plate is rare or common, a matter which, artisti
cally, is of absolute indifference. Another great point in
connoisseurship is to be aware of the indications by which
different states are determined ; for instance, if in the first

D
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state of a certain plate by Rembrandt the end hair in a

dog’s tail has a bur, and if in the second state this bur has
been removed with the scraper, a professed connoisseur
could scarcely avow his ignorance of the fact ; whilst from
the artistic point of view ignorance of such details is per
fectly avowable, and is of no importance unless they
seriously affect the artistic quality of the work. No

amateur need be ashamed of not having the peculiar kind
of knowledge which belongs to connoisseurs. When Pro
vidence ordained that there should be connoisseurs, it was
with a view to the preservation of thousands of minute
facts which the artistic class would have despised too much
to treasure them for the benefit of mankind . As the mania
for collecting curious things has rendered the general service
of preserving much that is valuable as an illustration of the
past, so the instinct which leads men to collect odd facts
makes these men of use as living books of reference.
The good which connoisseurs do, is to hand down from

generation to generation a mass of interesting traditions or

d iscoveries about what has been done in art the evil which
they do is to produce a too general impression that this kind
of knowledge is the knowledge of art itself. I t cannot be
too clearly stated or understood that a man may have
immense artistic and critical acquaintance with some branch
of the fine arts and yet not be a connoisseur at all ; or he
may be an accomplished connoisseur in the usual accepta
tion of the word, and yet have very little artistic or critical
acquirement. You find connoisseurs, who really are con

noisseurs—that is to say, they can tell youwho did a thing
and when, and give a shrewd guess as to the price it would
be likely to fetch in the market—and yet these men can

neither draw themselves, nor tell good drawing from bad
w hen they see it. They recognise works of art as w e re

cognise men’s faces, without artistic study. They can tell
the touch of an artist as we know the handwriting on the



https://www.forgottenbooks.com/join


CHAPT E R V.

CRI TI CI SM AND PRACTI CAL WORK.

N E ITH ER amateurship nor connoisseurship is necec
sarily critical. An amateur is merely a person who

loves art, and a connoisseur is a person whoknows one thing
from another, w hich need not be on grounds of artistic merit.
A critic requires other qualifications.

I t has often been asserted that the labours of artist and
theorist are incompatible, and that it is useless to attempt
both. By an irresistible instinct, however, some men are

driven to do both, and cannot endure to give up either,
practice seeming to them to be enlightened and guided by
theory, and theory to be most solidly grounded on practice.

The tw o seem like the lame man and the blind man, theory
being lame and practice blind ; and the lame man in the

table mounted upon the blind man’s back, and they both got
on well enough.

But it is true that artists, as they are generally constituted
and educated, cannot be just critics, though their criticism
is usually interesting if the necessary allowance is made, in
each case, for the artist’s point of view. The world of art
is divided into many small states or cliques, each asviolently
prejudiced against the others as the common people in every
nation are against foreigners. I nternational criticism is

valuable only if younever forget the nationality of the critic.

E nglishmen accuse the French of being extravagant and
parsimonious in consecutive sentences, which only means
that the French spend liberally where the E nglish spend
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little, and that by a necessary compensation the French are

careful where the E nglish are liberal. So if we consider
artistic cliques as little nations, we shall find all pure artists
national, and criticising other cliques in that national way.

But the critic, in reference to cliques, must be cosmo
politan.

Now to be cosmopolitan in the true sense does not mean
to be ignorant about what goes on in different nations. A

swallow is not cosmopolitan because he flies over many
lands and yet the present tendency of thought about
criticism is, that to avoid cliques and their narrowness it
must be confided to men who are j ust as much outside of
the art world as swallows are of the human world.

No person outside of practical art can criticise, and also
no practical person living in a narrow cl ique can criticise
justly. The true critic is a person who, having lived within
the cliques and learned their languages, can get outside of

them at any time by an effort of the will, and see them all

at about the same distance from himself. H e knows them
from within, and he knows them from without, both kinds of
knowledge being absolutely indispensable to justice.
I t is one of the current commonplaces that the age w e

live in is great in criticism but not in art, and the present
Lord Lytton made a capital fable about a certain hen and a
weasel, the hen being the artist laying eggs, but in such dread
of the weasel (the critic), that at last she grew confused in
mind, and dreamed that she was the weasel himself, the con
sequences being as follows

This double iden tity made up of two

H er waking and sleeping self
—at last,

The hen
’
s life into confusion threw

And over it daily and n ightly cast

The spellofa two
-fold trouble. By day

She lived in such dread of hermidn ight dream

That at length not an egg was she able to lay.

Yet this daily sterility did not redeem
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From its nightly plague her spirit tormented

When she by the dream
’
s transforming power

Changed into a w easel, was discontented

At finding nomore any eggs to devour.

So are we : who both authorand critic in one

Miss the comfort accorded to eitheralone.

By alternate creative and critical powers

I s our sufi
'

ering identity sundered and torn.

And the tooth of the critic that
’
s in us devours

H alf the author's conceptions before they are born.

This is admirably well put, and there are cases of which
it is quite true, but since it isour inevitable fate, as moderns,
to become critical in one way or other, our only chance of

safety lies in being critical with thoroughness of knowledge.
There may have been unconscious artists in former times I

doubt if there are any now the best of them I know com

bine, as George E liot does, the artist and critic in one per

son , and are clearly conscious of what they are doing. I t

may be quite true that the critic in them devours half the
author’s conceptions before they are born, but as there is not

time in an artist’s life to realise more than about one- tenth
of his conceptions, the only consequence is a more careful
selection of the few that can be realised, and, notw ithstand
ing their critical spiri t, artists and authors are as prolific as
ever, laying as many eggs as their predecessors, and hatch
ing them too.

As artists on the one hand try to enlighten themselves by
criticism, so the wisest and best of critics endeavour to get

light through practical work. Labour of that kind is good
because it shows us the technical limitations, and if the

critical reader comes to understand etching thoroughly he
may compel himself to a complete analysis by copying
works by different great masters, not on paper, but on

copper, and by forcing the copper to give the same results
as the print before him. Such experiments open our eyes
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more than any amount of time spent in turning over prints
in a portfolio. They are study in the true sense of the word

,

and they have a good moral effect also, for they make us
recognise the qualities of othermen who were always different
from ourselves, and in most cases superior to ourselves.

Consider how valuable to a critic about to write upon
Rembrandt, would be the experience of a practical kind
which Flameng went through in copying many of his etch
ings l I t would be half an education in itself.
Let us believe, what is assuredly true, that criticism and

practice may work harmoniously together in the same mind
if only they are wisely directed, and that the critical habit of
the modern intellect does not inevitably lead us to sterility.

H aydon is sometimes quoted as an example of the bad

effects which the critical habit produces in an artist, but all
his waste of effort was the consequence of z'nrufi cient critical
culture. H ad he possessed a truly critical culture he would
have avoided the waste of energy which we deplore in him

,

and either produced art-work within the compass of his

powers, or else directed them to other objects. So in a pro

fessed critic, Mr. Ruskin, much of what is good in his writing
is due to his experience of practical art-work, and where he
is not so strong the weakness may generally be traced to a

deficiency of practical study. Thus he is strong on moun
tains and architecture, because he has drawn both a great
deal, but not strong on figure-painting because he has drawn
the figure very little.



CHAPT E R VI .

FAVOURABLE AND UNPA VOURABLE

ARTI STI C CONDI TI ON S

SUCCESS in etching is as much an affair of organisation
as of artistic superiority. Rembrandt was not a greater

artist than Phidias ; but Rembrandt was so constituted as to
be the very type of etchers, their perfect representative,
whereas we may be sure that if Phidias could have tried to

etch he would have failed altogether.‘ So amongst living
artists, some of the best of them have been unable to etch,
though they have tried to do so, and some very imperfect
artists have etched well. For example, James Whistler is a
strikingly imperfect artist, but he is a fine etcher.
This may seem to imply that etching is an imperfect art,

a notion I have already contended against. I t only implies
that etching is an art which pardons some imperfections in

favour of some good qualities. The fact is, that the limits
of Whistler as an artist are by no means the limits of the
art of etching that what he does in it is good , but that also
other things may be done in etching which are good, and
that Whistler cannot do, and never will be able to do. But

he has some of the qualities of a great etcher, and as to those
qualitieswhich he has not, their absence is not seriously felt,
does not much interfere with our enjoyment of the artist’s
work. For it is the glory of etching that it never exacts

Phidiasmight have used etching to multiply asculptor
’
s drawings, just as he

might have used any otherautographic process, but it is highly improbable that ha

would have developed any of the peculiarqualities of the art.
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completion, never compels an artist to go farther than he

safely can go. You must, of course, have certain positive
qualities to be able to etch at all ; but if you have these,
your want of other qualities is not likely to be painfully felt.
The conditions which are favourable and unfavourable to

etching may be broadly divided under two heads. L ines of
study which tend ultimately to concen tration are so far

favourable lines of study which tend to elaboration are un

favourable.‘ I t does not signify by how much elaboration
your early studies may pass, if they tend steadily to coneen
tration, because youmay make very elaborate studies indeed
w ith the deliberate aim of learning how to concentrate
powerfully. Some of the most powerful masters of concen
tration have begun by working elaborately, and gradually
eliminated unnecessary detail, till, by a long labour of

thoughtful omission, they arrived at length at such summary
ways of work as best suit the purposes of etching. All that
has to he insisted upon is the tendency of an artist’s mind
and work, not so much what he is doing at any particular
time.
I ndustry cannot make an etcher ; it is a question of

temperament, with some industry to give manual skill.
Slow and timid temperaments are naturally disqualified for
an art which exacts decision. You may know from the
pictures of an artist whether he has a chance of becoming
an etcher. French painters usually etch sooner and better
than Germans ; and the E nglish, as might be expected , have
facilities which lie somewhere between the two. The French
have a true conception of etching as a rapid and compre
hensive art ; but when, as often happens, there is no genuine
individual faculty, they fall into emptiness and idle scrawl

the words in the text are left for theirgeneral truth. Besides, even in the most

gl itc heyund the powers cfaslow, undecidedmind.
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ing. The Germans and E nglish usually fail in anotherway.

When a Frenchman cannot etch, he flourishes about on the
copper with vain efforts at brilliance and freedom ; when a

German cannot etch, he elaborates the most highly- fin ished

and ridiculous compositions. The E nglish have hitherto
preferred to fail after the German manner ; but it is probable
that since the influence of French ideas has been brought to
bear upon us, our bad etchers will fail rather in emptiness
of the rapid than the elaborate kind. I t signifies nothing
whether empty work is rapid or elaborate, for in both cases
it is equally worthless but the French deserve some credit
for seeing in a dim way what ought to be aimed at, and the
Germans are a little to blame for their wonderful want of
perception of the best qualities of the process.
Sixteen years ago, when our painters were tending to

elaboration of the pre-Raphaelite kind, they were going in a
direction not likely to qualify them for etching. Now , when
they are painting more and more on the principlesof abstrae
tion, they are going towards that condition of mind in which
men etch well.
I t deeply concerns an artist’s personal comfort whether,

if he attempts to etch, he is so constituted as to be able to

etch well naturally. No art is more discouraging to the

unqualified aspirant. E tching looks so delightfully easy
,

that the disappointment at failure is proportionate to the firm
confidence in success. A man can draw well, and paint
agreeably, so he believes that he will soon be able to etch ;
and he does etch, but somehow nothing that he executes
seems to have the right degree of life in it ; it is life en
tangled with rigid sinews of death, and veins in which the

blood is coagulated and cold. This is because his artistic
constitution does not easily throw off dead and superfluous
matter. I t throws it off ultimately, or he could not paint,
but it does not get rid of it easily and at once and there
fore

,
for etching, it does not get rid of it in time.
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light and shade, it forgets the right accentuation of form,

then there will be so much the less of that brilliance and
life on which the power of etching so largely depends.

There is the greater need to insist upon comprehensive
ness that our painters are not generally remarkable for the
possession of it. They too often study things one after
another instead of seeing them all at once ; and the art of

seeing many things at once is as essential to harmony in
painting as the corresponding faculty of hearing many
sounds at the same time is to the enjoyment of harmony in
music . I t is not enough to see the leaf, or even the branch,
or the whole tree ; w e must grasp the entire landscape, or
we are powerless. Our artists do sometimes grasp their
subjects largely, and then they might succeed if they were
not deterred by the feeling that what is called “ finish is

indispensable ; whereas this finish, when it consists in mere
elaboration of parts, is irretrievable ruin. The study of

etching may have the happiest influence on the progress of
painting itself, for it leads to a conviction that comprehen
siveness is the first of artistic necessities. The artist who
has it, and keeps it, may add much else to it that is worth
having—much delicate and minute observation, much craft
of arrangement and subtlety of hand. But for the painter
or etcherwho has it not, whatever his otherattainments, they
are of little value, because they can never display themselves
in the right time and place ; but, like the reminiscences of

people without tact, are always brought upon the tapir when
they can create nothing but irritation.

,
So long as we refer to etching alone, we cannot prove

the full value of the great qualities on which success in
etching depends. A great etching is the product of a

grandly constituted mind ; every stroke of it has value
exactly proportionate to the mental capacity of the artist ;
so that a treatise on etching is necessarily a treatise on the

mental powers of great men.
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Not every readerwould see at a glance whether all work
was comprehensive or not, but most men know what com
prehensiveness is in other departments of human endeavour.
I t is the faculty of seeing things in their just relations, the
faculty which checks our constant tendency to absorption in
narrowing specialities. I t keeps ourwork in due proportion,
by constantly reminding us of the true extent of its great
field, for it embraces the whole field with its wide vision.

We are always tempted to settle in some pleasant nook or

corner of our possessions and leave the rest uncultivated ;
but if we have comprehensiveness, it will not allow us to do
this. The most stri king characteristic of the comprehensive
intellect is its tolerance of necessary local evils and imper
fections, its anxiety for great results only, and carelessness
of partial success. I t is the faculty of generalship, which
knows that no battle can be won without sacrifice, and

consciously pays a price for its victories.

I n ordinary life much of the narrowness that leads to

intolerance and Philistinism comes from the weakness of this
faculty. This narrowness is the essence of provincialism, of

the prejudices of caste, of that kind of patriotism which is
only the provincial Spirit on a larger scale. I n literature,
the want of comprehensiveness leads to an infinite amount
of wordy controversy. A hundred writers see a hundred
aspects of the truth, and each copiously argues that his own
view is the only view worth considering. Want of compre
hensiveness is, however, of less consequence in current litera
ture, especially in periodical literature, than in the fine arts,
because unity is less necessary in articles than in pictures, or
statues, or etchings. Many articles serve the useful purpose
of drawing attention to the subjects they treat of, without
being in themselves proportioned works of art ; they are

merely the talk of the day, well expressed and widely circu
lated . But a picture or an etching is more than this, or at

least aspires to be more. I t aspires to have artistic value ;
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and there is no artistic value without un ity, and unity is the
result of comprehensiveness.

But may not unity come from a certain narrow ness also
May not the comprehensive intellect, which is alive to so

many aspects of things, introduce the fruits of too various
observations, and end by producing discord out of its very
opulence
This danger exists so long as an intellect is becoming

comprehensive, because, in this condition of gradual exten
sion, the newest acquisition always has an exaggerated
importance, and is l ikely to be displayed and insisted upon
disproportionately, and even out of season. And there is a
narrowness w hich ensures a relative and unenviable safety ;
but we are not the less bound to urge the desirableness of
cultivating a large and comprehensive spirit. Above all, it
should be well understood that etching is not, as some
imagine, a fit pastime for small minds ; but that, on the

contrary, its great glory is to offer the means of powerful
and summary expression to the largest. And w e may be

assured that for a brief expression to be powerful it must be
concentrated from large masses of acquired knowledge. I

know not how many roses are needed for one small phial of
precious attar, but I know that there rises from every good
etching such aperfume of concentrated thought that amillion
flowers must have bloomed for it in the garden of some

fertile and cultivated mind.



CHAPTE R VIII.

ABSTRAOTI 01V.

E TCH ING does not proceed so much by abstraction as
by comprehensive selection but abstraction has some

place in the art, nevertheless, and is to be admitted frankly
on certain occasions, and in amodified way very generally.
To understand what abstraction in art is, little more is

necessary than a reference to ancient sculpture and design,
especially Assyrian or Egyptian. That abstraction was

instinctive, and therefore in the best periods as much above
criticism as the instinctive labours of the lower animals.

What the Egyptian and the Assyrian both did, and what
even the more thoughtful Greek did also, though in a more
beautiful way , was to take certain facts of nature and leave
the rest. The facts which w ere taken were then treated
arbitrarily, or according to the dictates of fixed customs.

The facts which were left were no more regarded‘ than if

they had never existed.

Abstraction may be of the most Opposite kinds. There
is the abstract ion of aGreek vase, and the abstraction of a
blot by David Cox. I n the first, outline is the truth pre
served, and effect the truth sacrificed ; in the second, outline
is sacrificed and effect preserved. And there are abstrae
tions within abstraction. Thus, in outline work, w e may
purposely eliminate all lines that are expressive of softness
and feebleness, so as to give a character of severity to our

work ; or we may eliminate the lines of strength, and lend a
yet greater languor to those of tenderness and voluptuoub
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ness. And in the modern blot for effect we may be taking
one set of tones or another, since complete im itation of tones
is as impossible as complete imitation of lines, and artists
take what they want of each, and that only.

Now the kinds of abstract ion commonly resorted to in

etching are two. First, when an etcher knows that his art

cannot really imitate, he resorts to abstraction, and boldly
interprets. Secondly, when he could get nearer to imitation
if he chose to spend the time, but does not choose, then also
he works in an abstract manner.

I f there is a strong probability that your technical skill
will not carry you through some difficult bit of imitation,
give us rather a piece of abstraction, however rude, which
may show that youhave understood the thing to be rendered.

In the works of great etchers there is every conceivable
shade of gradation, from the most marve llous imitation tr
the strongest abstraction. Even in the same plate we may
often trace varieties of this kind.1 Imitative finish may be
given to some central point of interest, and the execution of
the rest of the work may become more and more frankly
abstract till it reaches, in the outline of some cloud or dis

tance, an abstraction as great in its way as that of an
Assyrian bas-relief.

wrought on principles of mingled imitation and abstraction, certain details. as, for

instance, the neararmand hand of the praying figure close to j esus, being almost

purely imitative ; but in the figures to the spectator
'
s left the principle of abstrae

tion predominates, and to such adegree that a child’s head is drawn in pure out

line, and five or six strokes of the point are made to do duty (very efi ciently) fora

man’s beard. Rembrandt's work generally is a sort of play betw een the extremes

of imitation and abstraction, the degree of either that he chose to give being

dependent on his own momentary caprice—acaprice, however, that was generally
influenced by subtle artistic considerations. For example, in the etching just re
ferred to, Rembrandt used much abstraction in the figures to the left, because it

permitted him to leave agreat deal of white paperas acontrast to the dark shades

on the right of the composition, and by thisartifice he gained much breadth.
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Abstraction does not appear to be a rare power. Every
body is in the habit of exercising it in common life. I t is

a common means of making things intelligible, and abstract
drawing is usually more intelligible to uneducated persons,
than the art which attempts a full rendering of nature.
When w e teach children to draw, w e begin, as the Egyptians
did, with rude, firm outlines ; when we narrate events to

simple people, we follow the same method, and purpose ly
leave out all delicate and complicated considerations. I t is

not the abstraction of etching that makes it unintelligible to
the people, but the complexity of the truths which it attempts
to interpret simultaneously. A strong outline that goes all
round its subject, though to the feeling of an etcher usually
detestable, would be easily understood, but a fragmentary
line which only indicates a quarter of a contour, and that
probably not the real contour after all, and which hints half
a- dozen things, is in the eyes ofmost people, to mean
exactly nothing.



CHAPTE R 1x.

SELE CTI 01V.

BSTRACTI ON is, of course, a kind of selection, but
it is not the kind of selection that I desire to speak

of here.
Abstraction is too analytic a selection for our present

purpose. The artist who abstracts does not make a

summary of the whole truth before him, but takes out a

truth, and sets it forth in as evident a way as he possibly
can, in a much more evident way than nature

’

s. H e acts as
an anatomist who, having killed a wild animal for the sake
of its skeleton only, tore away every fibre of muscle and
threw it to his dogs ; after which he set himself to clean the
bones by boiling them, and, being installed in his museum,

erected his white and perfect bone structure without a

thought of the flesh that the dogs devoured. This is abstrae
tion—a process of analysis followed by many rejections and

The selection of which I would now speak is synthetic,
and its object is to remain synthetic to the utmost possible
extent. I t does not try to detach one truth from its fellows,
but to give the sum of all the truths. By means of this
synthetic selection a master in etching will fully convey the
ideas of structure, of light and shade, and of local colour

,

with the same set of touches. The more complex the

expression, and the simpler the means used, the greater will
be the power of the master.
I n the infinite treasuries of natural truth some orders of
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All that can be done, all that in such a treatise as this
any writer can be expected to do, is to remind readers if
they know it already, and tell them if they do not, that this
selection is essential to all good etching, this lordly and high
choice, which is authorised by the most comprehensive know
ledge of the wealth of nature.

But selection, I may be told, even selection of this

synthetic kind, is equally necessary in painting, and therefore
need not be treated of here, in a book devoted to what be
longs peculiarly to etching. I t is necessary in all painting,
except in the abstract schools which reject it in favour of

abstraction, but it is far more important, relatively to other
qualities, in this more rapid and summary art of etching . I f

a painter cannot select at once, he gets the superfluities out

of his work by a slow and painful process, like a long malady,
or hides them under equally superfluous elaboration. But an

etcher who cannot select rapidly is lost.



C H A PT E R X.

SE N SI TI VEN E SS

FIND that great etchers are decidedly a more sensitive
body of men than line engravers, and more generally

sensitive than some celebrated painters. Certain schools of

painting have defin itely encouraged insensitiveness to whole
orders of truth, under the pretext of style ; but etching, being
an obscure and neglected art, has fortunately been too much
despised by the professors of the grand style to be very
actively injured by them. I f any student, however, chooses
to take Agostino Caracci for his model, he may, no doubt,
arrive at insensitiveness even in etching.

Sensitiveness in ordinary life is so often spoken of as a

weakness or a fault, so often attributed to morbid conditions,
that it is needful to claim a right consideration for a kind
of sensitiveness, which is neither a fault, nor a weakness,
nor a disease. The work of the great men is usually at the
same time both exquisitely sensitive, and capable of demon
strations of strength so overpowering, that it seems brutal to
minds which have neither its tenderness nor its force. The

softer intellects are not rough in this noble way, and so they
resent the strong markings of the great etchers as a kind
of affront to their ow n refinemen t ; but, on the other hand,
neither have they the etcher’s exquisite sensitiveness, and
though it does not irritate them as the apparent coarseness
does, it gets no recogn ition from them, and remains outside
their estimate of the artist.
Whoever aspires to be an etcher should try to be sensi
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tive in the best sense. True sensitiveness is not disease,
but the highest life of the purest health. I t is easily lost,
in the turmoil of the common world, or so far injured as to

leave nothing but an occasional capability of noble pleasure.
H ow are we to keep it if we have it ? I t may be lost in
too busy intercourse with men, but so also it dies in the dull
apathy of long solitude, and the Shepherd on Ben Cruachan
has as little of it as the apprentice in the Strand. I ts

most fatal enemies are over- stimulus and deficiency of

stimulus.

I n great capitals, the over- stimulus comes in a hundred
forms. O ne very injurious form of it is too many pictures
and prints. We will not rail against exhibitions, since they
are inevitable, and the best method hitherto devised for the
publication of new paintings ; but it is well to guard our

selves against the invasion of mere quantity. No man

living can really study more than ten fresh works of art a
day he may glance at more in order to select the ten, but
he cannot study more. Who would expect any one to read
more than ten volumes a day ? And is there not as much
in a painting or etching that really deserves to be studied
as in most volumes ? Londoners and Parisians seem to

have extensive views of the quantity of art a man may
digest in a given time ; and so far as I have been able to
calculate, they expect a critic to make up his mind on two
hundred pictures per day, with a stiff volume on asthetics,

and a new book- illustrator every evening.

Errors in this direction may be avoided if we remember
that the mind has a digestion just as the body has, and
that it can only take in a certain limited quantity of aliment
in the twenty- four hours. E xcesses are paid for by a loss
of tone, a loss of sensitiveness, a loss of appetite. Then
both art and nature lose their charm, and good work cannot
even be enjoyed, far less executed.

I n the country, on the other hand, from the want of fresh
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stimulus in the sufficiently frequent sight of new works
,

people fall into that mortal dulness w hich is one of the well
known marks of provincialism. I t is admitted amongst
artists that no painter can absent himself very long from
capital cities without declining in power ; and even landscape
painters, whose material lies in Alpine valleys or H ighland
glens, pass regularly some considerable portion of the year
in the ugliest capital in E urope.

The best life is that which includes both town and

country, and does not in either allow itself to be invaded
and overwhelmed by quantity, either of art or nature. The

powers of one man in the presence of the immense accu
mulations of the race must always be infinitely little, and
an individual human being can no more study all the art in
the world than he can eat all the food in the world. E tching
is a pleasanterstudy in this respect of quantity than painting
is, for the numberof etchers is limited and since the art has
never received great encouragement, few artists have left
great quantities of etchings behind them. The danger to the
sensitiveness of etchers is not so much from seeing too many
etchings as too many pictures.

I n beautiful scenery the faculties may be dulled by too
much nature, as well as too much art. Amongst great
mountains we are especially exposed to a spirit of reverie,
w hich makes us gaze for ever and do nothing. What w e
can do seems so little, what they are so much, that w e are

likely to fall into contemplative indolence, unless roused by
the ardour of scientific research, or the necessity for money
getting. N either of these motives leads to the study of

etching, and there is always some probability that an etcher
who should persistently absent himself from fine collections,
and live in the midst of a too magnificent nature, would
injure his artistic sensitiveness, by too much stimulus of the
one kind and too little of the other.



CHAPTER XI.

EMPH ASIS.

N all human communication, w hen there is energy enougn
to move men, there is emphasis—in oratory , in literature,

in acting, in painting, in common daily talk, in music, even in
the pantomime of gesture.

w All emphasis in design is, and must be, a departure from
the rigid truth. Emphasis w ith pencil or etching needle is
the exaggeration of some point which has powerfully struck
the artist, or to which he intends to direct the attention of

the spectator. And such exaggerations are departures from
the truth in more ways than one ; they obscure other facts,
and destroy the equilibrium of nature. Yet a design without
emphasis would be uninteresting, except as a curiosity ; it
would certainly have no interest as art. Any human com

munication in which the strict orderand proportion of nature
should be followed would fail of its effect upon mankind.
The principle is, that youare not to tell mankind all that has
occurred, but what it concerns them to know. Now in every
event of history, and in every natural scene, there are

millions of minute facts which nobody cares about or needs
to care about—facts which, if narrated, would only overcharge
the hearer’s memory uselessly, and hinder him from giving
due attention to the great points. Your time and his being
limited, youtell him what seems to youof most importance ;
and to impress this on his mind you drive it home w ith a

hearty thrust of emphasis, like aman charging agun. Artists
do exactly the same thing, and etchers especially, for a par.
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ticular reason. The more elaborate a work is, the less, as a
general rule, is emphasis resorted to because when there is
time to make a full exposition of amatter, there is the less
need for violence in statement. I f youhave to reply to an
adversary in one sentence, youmake it a biting epigram ; if
youhave an hour before you, it tells better to demolish him
with studied moderation. Now the etchers, in comparison to
the painters, are not accustomed to lengthy utterances. To

be brief and go to the point at once is a quality which they
aim at. This brevity naturally leads to an emphatic manner
of work, and it may be observed that the same etcher who
strongly emphasizes in a rapid sketch on the copper is far
more sober in statement when he works on a laboured plate.

But there is a kind of emphasis, necessary to all etching,
even the most laboured, and which readily escapes attention.
I t is the delicate accentuation that lives in every stroke, like
the caressing bow - pressures of an accomplished violinist.
Youthink there is no emphasis at all, that the etcher has
been telling youplain facts in a plain way, and yet youhave
been interested and pleased. I f you have been interested,
it is quite certain that there must have been emphasis ; the
simple truth would have left youcold. And yet youare in
terested in nature, and there is no emphasisMore. Very true,
but there was emphasis in the way you looked at nature ;
your emotion supplied then what the emotion of the artist
must supply for youin art.
And might not a spectator's emotion in the presence of a

literally true etching supply a kind of emphasis also, as it
w ould before nature ?
I t might perhaps, but it never does. No strictly accurate

draw ing that I have ever seen has had the power to move a
single spectator. Accurate work—that is, work w ithout
emphasis—is always passed by with indifference. I t does
not tell men what to look for, or why they are to look at all,
and so they do not feel under any obligation to look. An
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artist is a person who undertakes, or ought to undertake, to
establish a human communication between nature and man
kind ; and all good human communication is preceded by
selection and enforced by emphasis.

Yet we must not be too emphatic. With cultivated
people the most effectual emphasis is very subtle and deli
cate, avoiding violence, and seeming rather to arise from the

courteous w ish to spare trouble to the audience, than from

any eagerness to compel attention. I f an artist will listen
to the best conversation that is to be had, and also to the
best music, he may safely carry so much emphasis as he will
have heard there into his own practice. There is a difference
between such just and necessary stress as this and the vio

lence of bad manners and bad art.
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in landscape, have neverproduced a good etcher. Of course
neither of these schools set itself to the suppression of all

passion, for the classical designers have illustrated scenes of
very strong passion indeed, and even the topographic land
scape painters have, or had at the beg inning, a passionate
devotion to topographic truth ; but they have both encou

raged a cold ind ifference to much that no etcher can afford
to regard coldly. The classical figure - painters, in the pur
suit of a learned ideal, taught themselves to despise the

aspects of the common world, and to this day have a lofty
contempt for every artist who is humble enough and intel
ligent enough to take an interest in it. The topographers,
on the other hand, though they make an exception in favour
of Turner, whose genius they recognise, regard the deviations
from literal truth which, in the works of less famous painters,
are due to genuine passion, as a want of conscientiousness
and a blamable laxity of principle.

The student who desires to etch is earnestly recommended
to keep clear of all doctrine which endeavours to chill his
feeling in any way. To etch well, an artist hardly can be

too passionate in his likings. E tch what impresses you, and
as it impresses you, and let no theorists poison your mind
w ith the virus of amorbid conscientiousness.



CHAPTE R XIII.

FRANKN E SS.

E
TCH ING is eminently astraightforward art, which is one
great reason for its unpopularity. People do not like

plain lines that tell rude truths they prefer fancy arrange
ments. No good etcher w il l condescend to fancy arrange
ments.

The delightfulness of etching
,
to us who care for it, is

especially this frankness. N0 art is so entirely honest ;
painting and engraving have almost always some question
able ingredient of attractiveness, some prettiness or polish to
suit widespread but lamentable tastes. The etchers, with
few exceptions, have not attempted to make themselves
agreeable in this way, probably from a conviction that their
art is so inherently unpopular that it would be of no use.

The consequence is, that of all artists they are the most
simple and direct. They are as cunning, and crafty, and
subtle as you will in the artifices of method, but it is an

honest cunning that aims only at qualities really worth hav
ing ; and if these can be reached in a simple way, the

simple way is always preferred. I n saying that etching is
an especially honest art, I mean that it does not resort to
apparently diflicult ways of doing easy things, in order to

get credit for difficulties overcome. On the contrary, it is
remarkable for preferring apparently simple ways of doing
difficult things. So unpretending is it, that the master
pieces of the art attract no attention from the general public,
and people who cluster in a close group round a showy
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picture, will pass without a glance the most exquisite ex

pression of an aquafortist.
E tched lines look coarse and awkward very often , the

lines of shading seem irregular, pains are not taken to hide
the errors of the artist sometimes he roughly corrects, and
lets yousee that he has corrected. I t happens even that
defects in the varnish have been allowed to remain in the

bitten copper, and print themselves on every proof taken.

E tchers seem to be an idle, careless set of men, who do not

finish properly. They are not sufficiently polished , not in
harmony with the usages of society. These wayward,
eccentric strokes of theirs show a too rampant and irrepres

sible individualism ; if they would learn to shade evenly as
the engravers do, and make neat curves and lozenges, would
it not be much better? Frankness may be well on due

occasion, but we may have too much of it.
This is the way many people feel about the frankness of

etching, if they do not say so.



CHAPT E R XIV.

SPEED .

I N the letterpress which accompanied Mr. H aden’s etch

ings a letter of his was quoted, in which he spoke of the
advantages of etching an entire plate at one sitting. The

unity of impression so obtained was, Mr. H aden thought, an
important gain, and enough to counterbalance much elabora
tion. Looking through Mr. H aden’s own etchings by the
light of this expression of Opinion, we find some which may
have been finished at one sitting, and others which must
have required a longer time. I t will be found in practice
that a sketch on capper mayb e effectively done in a sitting,
but that an etching in which the full resources of the pro

cess are brought to bearwill occupy several sittings. I t may
be also observed that when an etching, supposed to be exe

cuted at once, is afterwards corrected and carried through
several states, the sittings required for these corrections
ought to be taken into account, and that it is not accurate
to class such a plate amongst plates etched at one sitting.
I f this is strictly attended to, it will be found that an exceed
ine small proportion of etchings have really been exe

cuted in the way Mr. H aden advocates.

I t is right, however, to insist on a certain value in mere
rapidity . A rapid stroke, when not so rapid as to miss the

necessary modulations, is generally better than a slow one.

and a concise expression preferable to a diffuse expres
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sion .

“ The way to attain true speed is to spend a great deal
of time in looking, and having decided upon the strokes to be
laid, lay them at once, and leave them. I t is told of John
Phillip, that when he painted he showed no sign of hurry,
but would look hard at nature and then lay a few firm

touches, not to be disturbed, and that in this careful way he
was really getting his picture forward rapidly. So in etching,
there should be no unthinking haste, but every line should
be determined upon before it is made.

A good principle to remember is, that for an etching to
look fresh we must avoid weariness. This is why Mr. H aden
recommends a single sitting ; it seems to him that the fresh
ness of the mind, its first virgin impression of a subject, may
be kept three or four hours, but not very much longer.
Before the mind acknowledges fatigue it loses its keen interest
in the subject which occupies it, and this keen interest is
what we have mainly to rely upon for the vivacity of our
work. A jaded etcher is sure to spoil his plate. Without
making a rule to etch only plates of one sitting, which would
confine us to sketching

,
it is quite necessary to stop before

the mind wanders or goes on another tack. The plate, if
not yet sumciently advanced to be printed, may be laid aside
and completed at some future time, when the freshness of

Every questlon about art has two sidea, and thisquestion about speed ls not

which come of deliberation. H ow ever, there is such a thing as deliberate speed,

and I should neveradvocate any other.

Rembrandt gives examples of all degrees of speed and all degrees of deliberate

directed by knowledge and geniua sometimes at the qualities that infinite pan
'

ence

may attain under the same highmental guidance. The great versatility of etching

permits the most oppoaite treatment. Yourworkmay be as swift as handwriting,
cr itmay be as slow as the progress of an engraver

’
s burin ; good work has been

fioman esaggarated conscientionsness, but chooae the rapid or alcw eapred naas
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interest in it may return to us. I f this freshness should not

return, the plate is better abandoned.

‘

Landseerattached as much importance to speed in painting as some etchers

have attached to it in theirown art. H e painted quickly on principle, and settled

everything about his composition before going to work, spending marvellously little

time in the actual setting forth of his ideas upon canvas. H e was fully alive to

the fact that rapidity is a good thing in itself, provided only youhave know ledge

enough, and provided that the knowledge isat your fingers
’
ends. Afterone of his

amazing feats of speed he felt a profound satisfaction, not in the half-miraculous

achievement, but in having got his thought well expressed whilst it remained fresh

and vivid in hismind.



CHAPTE R XV.

MOTI VE S.

T H E motive of a picture is not so much material as
spiritual. I t is a certain condition of the mind, pro

duced by the subject, and which the artist, in rendering that
subject, desires to reproduce in the minds of spectators.
This is the reason why great artists so often choose subjects
which seem trifling, and also why Philistinism always mis
understands and despises art. What a great landscape
painter attempts to render is not the natural landscape, but
the state of feeling which the landscape produces in himself.
Since etching is especially an art of feeling , an art in which
feeling is supreme and mechanism nowhere, it is very im
portant that the etcher should be able to enter into the true
conception of artistic motives.

A motive should never be valued according to the

popular estimate of its importance, nor even by the effect
it may produce on some other art ist. I f you listen to the
people, youmay be prevented from studying in some region
quite full of good motives ; it seems barren and uninterest
ing to them, and they will make youbelieve that it is barren.

So even an accomplished artist may mislead you by his
report of a place he may find nothing there suitable to his
own idiosyncrasy, and yet for youit may be full of treasure.
The converse of this is also true, though not quite to the
same ex tent. A district may be popular, it may even be

very attractive to some good painters, and yet youmay not

find there what youwant. This, however, is likely to occur
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motives which are only subjects. There are endless beauties
and sublimities which do not make our innermost chords
vibrate ; we just admire them, and that is all. The condition
of mind which tries to etch a subject from a cool acknow ledg
ment that it is good material, is as widely remote from the
condition of a noble etcher as flirtation from passionate
love.
This faith in our own personality is not vanity, it is not

a blamable excess of self-confidence, but merely a right
understanding of the necessities of art. I t may even arise
from a kind of modesty which will not attempt things out
of its own province. There is a close connection between
true modesty and self-respect, and etchers ought to cultivate
both. They should have modesty enough to hinder them
from attempting things merely from ambition, because other
men have done them and become famous ; and they should
have self- respect enough to have a full though quiet con
viction of the value of their own feelings and impressions.
I n this state of mind an artist finds something more and
better than mere subjects, and nature abounds for him in
motives.
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7 : ALBERT DURER.

There is a quality in all Durer
’

s work which gives it

inexhaustible interest it always makes us feel that we have
not yet got to the bottom of it, that there are meanings in it
deeper than any w e have yet read

,
and that closer and more

intelligent study will be rewarded by farther knowledge and
fuller enjoyment. H is intense seriousness, his powerful and
somewhat morbid imagination, gave him a tendency to philo
sophical and poetical suggestion somewhat beyond the range
of graphic art. I t is easy to propose solutions of Durer’s

enigmas, but what he really intended, in some of his most
elaborate plates, w ill perhaps remain for ever a mystery.
Who know s w hat was in Durer’s mind when he engraved
the Great H orse ” ? Certainly his purpose was not simply
the designing of a muscular quadruped.

I t would not be d iffi cult for awriterwho, for many years,
has loved and studied the noble work of Durer, to occupy
several pages with the expression of his long-accumulating
thought ; but any elaborate study of th is master would be
out of place here, because it would have to be based upon
his engravings, and not upon his etchings. Even of the

etchings themselves it would be an affectation to say very
much beyond th is, that they are right in workmanship, and
as good in conception as the artist’s other religious pieces.
I t was not in the conception of scenes of sacred history that
Durer far surpassed his contemporaries.

S t. S‘eroma—The saint is seated in a rocky place, with a
book before him on a rude table made with a board placed
upon stones ; there is a lion at his feet and a little water.
(Dated

TIre Virg in and Cltild.
—The Virgin is seated on the

very rich impression of this etching in the Bri tish Museum
the upper proof on page 1 8 of the Durer volume there.



CHAPT E R I I .

REMERAND 1 :

EVERY art has its great representative master, and the

representative etcher is Rembrandt. H e was so consti
tuted, and he so trained himself, as to become, in his maturity,
the most consummate aquafortist who has hitherto appeared.
There is, however, a d ifliculty in writing about him which
does not present itself in the case of less celebrated artists ;
he has been made the subject of such un limited eulogy , that
the sincere expression of critical appreciation must seem
faint and pale after the ardours of genuine or affected fausti
cism. Rembrandt is what the French call a god of art. The

phrase sounds a little blasphemous to E nglish ears ; but,
whetherblasphemous or not, it describeswith perfect accuracy
the relation of certain famous artists towards their admirers.

Rembrandt and one or two others are in a very strict sense
the gods of connoisseurs, and the kind of homage they receive
is not critical, but has the nature of worship or adoration.
After that the critic has a discouraging task before him, for

however loud his praise, it is inaudible in the unceasing
chorus of traditional hymn—singing ; and however mild the
expression of a doubt, it is likely to be resented as a species
of atheism. False enthusiasm of all kinds is often consider
ably noisier than true enthusiasm ; and it is not easy for a

critic, whose admiration is only based on careful study of the
works of an artist, to emulate the ardour of those w ho have
never studied him at all.! Considering, therefore, that no

The enthusiasmabout the classical writers (not merely Latin and Greek. but
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thing in the way of phrase-making can be expected to equal

what has been accomplished already in honourof the name
of Rembrandt, the present writer abandons the rhetoric of
eulogy to more adventurous and enterprising authors, and
confines himself to asimple analysis of Rembrandt’s qualities
and powers.

Technical skill is not the highest gift of an artist, but it
is his most necessary accomplishment, for without it he can
not worthily realise his conceptions, however elevated. This
is

,
a truism, and has been said before in various ways, but it

may be well to say it in this place once again, because Rem
brandt holds his supreme rank primarily on technical grounds
Let us, for the present, set aside the question of his intellec
tual power, and reserve considerations of taste, inquiring
simply whether he could really etch, or whether his work.
like that of many other clever painters who have etched, is
foreign to the true genius of the art.
A great French painter gave this counsel to his pupils
Boast /res touj ours. OurEnglish art language is so limited
that we cannot translate the word e'oauclrer, which means the
preparatory brushing- in of a picture ; but what the painter
intended to recommend was the practice of carrying forward
the picture, always on the same principle of comprehensive
sketching, until at last it reached a sufficient completion,
be ing brought to it insensibly, as it were, and without any
fixed intention of finish the finish coming of itself after
much sketching upon and within sketching. The advice was
excellent, even as addressed to painters ; but etchers need a
like belief even more urgently. An etching should always
be conceived purely as a sketch, and what people call a
finished etching ought to be nothing more than a sketch
carried farther. Rembrandt was always technically safe

of ail countries) isalways loudest in the case of personswho read them little ornot

at all, on the same principle, it may be supposed, which makes religious bigotry
most enagefic in those who eapend litde energy in the direcfion ofmoral eflon.
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and used them sometimes in the same plate, passing with
subtle gradation from one to the other, as it suited him, and

so leading us to dwell upon what he considered best worth
our study.

So that, if w e take the whole series of the plates of

Rembrandt, we shall find separate illustrations of sketching
in all degrees of abstraction ; and also, if we take certain
particular plates, we shall find in each of them a concentra
tion of these various interpretations of nature but, however
near the apparent approach to

“ finish,” the most elaborate
work is still pure sketching.

Anotherpoint which distinguishes Rembrandt from many
inferior aquafortists, is his manly use, on due occasion, of
the frank etched line. H e knew the beauty and the value
of it, and was so far from trying to dissimulate it in deference
to popular taste, that he laid it boldly and bare wherever he
saw the need of it, even in his most careful and elaborate
performances. There is only one E nglishman, H aden, who
has used the line in th is direct, effectual way , and Rem

brandt taught him. Turner could use it, also, but he looked
always to mezzotint to help him out. Of modern French
men

,
Lalanne, Appian, Chifflart, Jongkind, and Daubigny

employ the free line with various degrees of success, but no
one has everyet used it l ike Rembrandt and in this respect
even the greatest of the old masters are feeble in comparison
with him—all, except Vandyke.
H e was very various in method, so that some amateurs, in

ignorance of the usual processes of the art, have attributed
to him secrets peculiar to himself. There is no evidence,
however, that Rembrandt did more than employ the pro
cesses known to all etchers, and the pecul iarity of his work
w as not a peculiarity of method, but a surpassing excellence
of skill. So little is generally known about etching, that
men who have a reputation for connoisseurship are sometimes
unacquainted with the details of practice, so that the little
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artifices of method, which any one may learn who will take
the trouble, appear to them mysterious and inexplicable.
I t may be well to guard the reader against a mistake to
which he may be exposed in reading French criticisms of

Rembrandt, in which some impressions of his plates are said
to be in the man ilre noirc, aphrase commonly employed for
mezzotint. Rembrandt never engraved in mezzotint, but he
sometimes, in printing a plate, left ink on its surface so as to
give a certain richness which bears some resemblance to
mezzotint ; and the mam?” noire of the French writers
refers, in the case of Rembrandt, simply to this way of

printing.

I t is not always easy to say positively of small portions
of Rembrandt’s work, w hether it was done with the etching
needle or the dry-point ; and this proves an ex traordinary
mastery of the latter instrument, which in less skilful hands
cannot approach the freedom of the needle. I n these cases
the way to ascertain the fact is by reference to the earliest
proofs, before Rembrandt had removed his bur.
The criticism most interesting to general readers is that '

which refers to mental rather than technical characteristics,
and it would be wrong not to attempt some estimate of
Rembrandt as a mind studying nature and humanity. H e

was a robust genius, with keen powers of observation, but
little delicacy or tenderness of sentiment, and he lacked the
feminine element which issaid to be necessary to poets. H e

understood certain classes of men quite thoroughly, and
drew them with the utmost perspicacity—men with whom
his robust nature had sympathy. H e had an extraordinary
apprehension of natural dignity and majesty , proving thereby
the true grandeur of his ow n mind, for it is only minds of a
very high order that see the grandeur of men who enjoy
little worldly rank and consideration. Rembrandt had little
sensitiveness, it seems, as regards the delicate beauty of

young women, but he understood—and this is rarer—the
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venerableness of some old ones. H e drew a great many
Biblical subjects, and a few very immoral ones whether he
was religious or not is uncertain it is possible that he may
have availed himself of the Bible as a convenient repertory
of material, full of fine artistic suggestion, and having the

advantage of being universally known . On the other hand,
though there is undeniable licentiousness in some of his

etchings, his mind does not seem to have dwelt much upon
subjects of that kind, and he took them probably merely
because they came in his way, as incidents of human life—a
state of feeling which the scrupulous reticence of our age

may easily misinterpret. H e cared very little for beauty
and grace, despised prettiness, calmly tolerated all manner
of hideousness, and admired nothing so much as a certain
stern and manly grandeur, resulting from the combination
of habits of reflection and much experience of the world.

The doctrine that great artists are the product of the

circumstances that surround them,
has been so much insisted

upon of late, that the reader will easily see the applicability
of it to Rembrandt as an etcher. The visible marks of

character in the men he knew were so strongly traced, and
their whole aspect so available for his purpose, that he had
the advantage of continual study, even in the common inter
course of life. A Londoner in the nineteenth century misses
this, unless he is a caricaturist, for the activity of modern
ex istence is destructive of the kind of dignity which Rem
brandt loved, and our costume is not compatible w ith any

true grandeur of demeanour. A still worse evil than our

fidgetty activity and mean costume
, is the want of clear

individuality in our faces : we are trained in the repression
of all visible feeling beyond a small range of polite and
exceed ingly mild emotions, so that ourjoy nevergets beyond
a smile of quiet satisfaction, normay our sorrows command
more than a gentle expression of regret. But Rembrandt
lived in a time when people bore upon their faces a frank
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especial effect, because it was at one time proposed to illus
trate this volume by means of photographs from the great
etchers,but the quality ofphotographic reproductionsgenerally
was found so unreliable as to technical merits, that the plan
was finally abandoned.

“ When the photograph from an

etching is placed side by side with the original, it is found
wanting in clearness and purity of l ine ; the lines occasionally
fail where most delicate, and passages of close but still open
shading are represented by something like awashed orblotted
tint. On the other hand, no etched copy is to be absolutely
relied upon, though some very wonderful imitations exist
imitations whose Chinese fidelity deceives all but the most
accomplished connoisseurs. Notwithstanding these defects
photographs and etched c0pies may, however, be accepted
for what they are worth, and ‘used, not as substitutes for the
originals, which should be studied in preference whenever the
opportunity occurs, but as reminders and records. Flameng

’

s

copies are marvellous for their spirit and truth, and may be
recommended as interpretations of the mind of Rembrandt t
I t is not necessary to repeat here what is known of

Rembrandt’s life ; the reader will find details in M. Blanc’s
biography w hich will interest him, but our knowledge of

Rembrandt’s ex istence is not very complete. I t is certain
that he was passionately fond of art, and an eager collector,
being willing to buy art as well as to sell it. H e had a

keen knowledge of human nature, and knew how to catch
connoisseurs by the bait of rarity, making different states

Etching: are now reproduced by the H eliogravure Amand-Durand,
”
w ith

a wonderful yet not quite absolutely perfect fidelity. The plate in his process is

really etched, whilst photography ensures its accuracy in the direction of the linea
‘i' H ere is the title of M. Blanc

’
s Catalogue of Rembrandt’s works w ith

Flameng
’
s illustrations 3

L
’CEuvre complet de Rembrandt, décri t et commenté parM. Charles Blane,

da Maitre et de sea Peintures, orné de Bois graves et de quarante Bans-forts

tirées 1 part at rapportées dans le texte. 2 vols. Paris : L . Guérin, éditenr.
Dépbt et vente l is librairie Théodore Morgand, 5, rue Bonaparte
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of plates on purpose to gratify them in this respect. I t

appears to be positively know n that he had a printing-press
in his ow n studio, and took proofs with his own hands, as
every true etcher ought to do.

The value of his etchings has increased greatly since his
death, and never more than during the last few years. A

sing
‘e copy of his whole work could not be brought together

for less than twelve or fourteen thousand pounds—even
supposing the possibility of making a complete collection.
The plate of “ Christ healing the Sick ”

was called the
H undred Guilder Print, because Rembrandt sold a copy of
it for that sum. At M. de Burgy

’

s sale, in Amsterdam,
in

1 7 5 5 , an impression, in the first state, before the diagonal
lines on the neck of the ass

,
sold for 84 guilders

This afterwards became the property of Mr. Barnard, at
whose sale (London, 1 798) it was bought by Mr. G. H ibbert
for£ 33 1 : 6 . Mr. H ibbert’s collection was sold in 1 809,

and Mr. Esdaile bought this impression for £4 1 : 7 : 6 .

When Mr. E sdaile
’

s collection, in its turn, came to the
hammer, this impression fetched £ 2 3 1 , Mr. H olford being
the purchaser. Another impression was bought by Mr.

Smith, at Baron Verstolk’s sale, in Amsterdam, 1 84 7, for

less than 1 40, and sold, not long ago, at Mr. Charles Price’s
sale, to Mr. Palmer, for £ 1 1 80 . An impression in the
usual state w as sold at Mr. Carew

’

s salc, in 1 835 , for 1 6 1

at M. Debois
’

s sale, in Paris, 1 84 4 , for£ 1 1 2 and at that
of Mr. Johnson (London, 1 860) for£ 1 60 .

One of the best instances, of the money-value wh ich
attaches to mere curiosity, quite independently of art, is

Rembrandt’s Sleeping Dog. H e originally etched this in
one corner of a plate measuring about four inches and a

quarter wide by two and a half high, and afterwards cut it
down to three and a quarter wide by one and a half high.
Only one impression, in the first state, is known, which sold
at Mr. H ibbert’s sale, in 1 809, for 1 1 0s The Duke of

G
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Buckingham subsequently obtained it for 6 ; and at his

sale, in 1 834 , it brought£6 1 . I n 1 84 1 the British Museum
gave 1 2 0 for it. The difference between this copy and

an ordinary one is exactly six square inches of white paper,
so that the British Museum actually gave a little under
twenty pounds per square inch for some blank paper which
Rembrandt considered inj un

'

ous to his etching, since he
d iminished the size of the copper. The essential point, as a
matterof curiosity, was that thiswhite paper should be w ithin
tire plate-mark. Thismay be taken as a typical example of
that purchasing for curiosity which is so distinct from the
love of art. I f the size of the copper had been beneficial to
the etching, Rembrandt would not have reduced it. Artisti
cally

,
therefore, in Rembrandt’s opinion, the needlessly large

copper was a defect, and the first state not the best. But,

in questions of price, curiosity always influences more than
art, and an artistic defect will be extravagantly paid for, if
only it is a proof of rarity ; especially if, as in this instance,
it is connected with some odd circumstance, of a character
sufficiently trivial to awaken the interest of persons whose
love of art is languid.

SACRED susjscrs.

H agar dir
-mix ed by Abralzam (Blanc, 3 Bartsch, 30 ;

Claussin, 37 ; Wilson, —The references to the regular
catalogues will save the space that would be occupied by
descriptions, and allow us to devote the whole of these pages
to pure criticism.

This is one of the most perfectly delicate of all Rem

brandt’s etchings. The sureness of the faint thin lines on
which the expression of the faces chiefly depends, the

masterly reservation of reflections and half- lights in open
shading, the opportune omission of labourwhere omission
was better than toil, justify our admiration. Observe the
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upright one ; it is further distinguished by the French critics
as the one en man iére noirc

,
by which they mean that the

plate has been heavily inked . The brilliancy of the sacer
dotal vestments is rendered here with a power so extraordi

nary, that the plate is a great technical feat. The l ines are
coarse and rude, but so entirely synthetic and inte lligent in
their arrangement, that the splendour of gold

,
and jewels,

and embroidery, is fully suggested to the imagination,
The high priest, who is standing, is one of the most im
posing figures amongst all the creations of Rembrandt,
who had a keen appreciation of sacerdotal dignity and

magnificence.
Repose in Egypt (Blane, 3 1 Bartsch, 5 8 ; Claussin , 6 2

Wilson, - This plate is so very slightly bitten as to be
exceedingly pale, but M. Charles Blanc believes that this
feebleness was intentional. Great artists, in their designs,
have often drawn whole pages of such extreme delicacy and
paleness that their work is half invisible, and its finest pass
ages to be apprehended by the imagination alone. I t is a

kind of artistic caprice, like the faint playing of a musician
when he imitates music in the remote distance. A plate in
this condition is in a very good state to be carried forward
in pure dry -point.
ferns Christ preaching (Blanc, 39 Bartsch, 6 7 Claussin,

7 1 Wilson, —One of the finest of Rembrandt 's sacred
subjects, and, in its original state, one of the most simple in
execution. The copper belonged to Norblin, the engraver,
who laboriously retouched it. At Norblin

’

s death it was sold
to Mr. Colnaghi. As an example of genuine etcher’s work
an early impression is unexceptionable.

The Return of the Prodigal Son (Blane, 4 3 Bartsch, 9 1
Claussin, 9 5 , Wilson, —H ere again is one of the exist
ing coppers, remarkable chiefly for the frightful hideousness
of the principal figures. Rembrandt may have desired to
in dicate that the unfortunate youth had become sw inish
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from companionship with swine, but surely there could be
no especial reason for the ugliness of his father. There is,
however, much dramatic truth, and even some tenderness, in
the arrangement of the group.

Christ healing the S ich (Blane, 4 9 Bartsch , 74 Claussin,

7 8 ; Wilson, —This is the famous etching known as

‘The H undred GuilderPrint,” and of which a single impres
sion has been sold for the enormous sum of £ 1 1 80 . There
are several other plates by Rembrandt at least equal to this
in artistic quality , but from its large d imensions and the

delicacy of its finish, as well as the impressiveness of the
subject, and the force w ith which the scene is realised

,

“ The

H undred -Guilder Print ” is usually considered the most im
portant work of the master ; and the unprecedented sum

which has been lately given for it will only tend to confirm
the supremacy of its position. No etching was ever better
finished, as true etchers understand finish. The labour is
by no means equal throughout, but is skilfully expended
where most required, and economised where it could only
have interfered with the concentration of the thought. The

realism that pervades all that Rembrandt ever did, does not

even here give place to any vain attempt at style, and yet
the work has style of its ow n kind, though not in the narrow
classical sense. The subject is one with which we have been
rendered too familiar, by many artists, for it to exercise its
full power on the imagination ; and it requires great effort
in the modern mind, detached as it is from the idea of the

miraculous, to realise the actual presence of a teacher w ho
could enforce his doctrine by relieving his hearers from the ir
heaviest personal calamities. We must try, however, to

sympathise with theireager hope and grateful rejoicing, if we
w ould understand the expression on all these expectant

There is a good deal of dry - point work, and towards
the left Rembrandt took care to remove the bur, which
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destroyed the balance of the chiaroscuro. The market
value of an impression in the first state, before Rembrandt
had improved and completed the plate, is, of course, much
greater than that of a perfect copy, Rembrandt’s Opinion
being held of slight importance by connoisseurship, in com

parison with the merit of rarity and the evidence of an early
impression. There is a curious logical fallacy involved in
the anx iety for evidence that an impression is an early one.
Why are early impressionsvalued especially at all Because
they are supposed to be of better quality than later ones.

But if quality is the object, what is the necessity forevidence ?
I s not quality its ow n evidence ? Connoisseurship first seeks
early impressions for their quality, and then distrusts its ow n
judgment as to the very thing it seeks, and so is obliged to
look for marks by which an early impression may be known.
For instance, in the case of this very etching, connoisseurs
tell the first state by the absence of certain diagonal lines
on the neck of the ass.
Descen tfrom the Cross by Torchlight (Blane, 5 8 Bartsch,

83 Claussin, 87 ; Wilson, —Although the great “De
scent from the Cross is much more generally known, and
may be considered, in a certain sense, more sublime, I have
an especial liking for this ; the work is so right and manly,
and the composition so natural and yet so full of art. The

way in which the sheet is thrown upon the bier, and the
masculine indications of its folds, are a lesson for ourmodern
etchers. I f the value of such work as this had been rightly
understood by the modern English and Germans, they would
have avoided half their errors.

The three Crosses (Blane, 5 3 Bartsch, 7 8 Claussin,

8 1 Wilson, — I n the short chapters of the First Book,
I spoke of frankness and passion as necessary elements in
great etching, and of speed as a quality in itself desirable,
when not obtained at the cost of necessary modulations in
line. This etching of The Three Crosses” is, of all Rem.
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fully equal this ; yet not one of them absorbs me so com

pletely. The solemnity of fast approaching death, the gravity
of the state ly high- priest and the calm physician the sorrow
of others present, the pale face upon the pillow, and the
helpless hands upon the counterpane, - are elements of a

scene which renews itself too frequently ever to lose its

interest. I n the upper air of the lofty room, ange ls wait for
the spirit which the nations will adore as the Queen of

H eaven ; and the scene has a grandeur more than royal, for
it has the sublimity of art. Considered as etching, the work
is so sound and right, so various in degrees of finish, and so

masterly in choice and direction of line, that The Death of
the Virgin may be taken as one of the great typical ex
amples of what etching may be, and ought to be. I f the
reader would give half- an - hour to a fine impression of

this plate, he would understand for ever after the painful
and almost indignant feel ings with which we hear men de
preeiate etching in the vanity of their superciliousness.

ALLEGORI ES AND FANCI ES.

Youth surprised by Death (Blane, 79 Bartsch, 1 09

Claussin , 1 1 1 ; Wilson, 1 —The figure of the young
man in this exquisite etching is by far the most elegant of
all Rembrandt’s creations ; indeed, perhaps, the only one

which has, in any marked degree, the character of elegance
at all. There is a singular de licacy in the whole of the
plate, very notably in the hair and head -dress of the women.
I t has been beautifully copied by Flameng.

A L ion H un t (Blane, 87 ; Bartsch, 1 1 5 Claussin,
1 1 7

Wi lson, 1 —A rapid and hasty sketch full of fire and

spirit, and curiously resembl ing in its peculiar inspiration, the
ideas of E ugene Delacroix .

The Bathers (Blane, 1 1 7 ; Bartsch, 195 Claussin, 192 ;

Wilson, —Of course, no artist is to be judged by his
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worst productions ; but Rembrandt is so great that he can
well afford to be frankly criticised. H e seems to have been
absolutely indifferent to the beauty of the naked figure, but
he never went lower than this in the recording of its

hideousness and degradation. We might compare these
men to gorillas or baboons, but they are more repulsive ;
because the ideal of the baboon does not involve the beauti
ful

, whereas the ideal ofman reaches to the Apollo Belvedere.
What sort ofsatisfaction Rembrandt could find in the sketch
ing of these pitiable objects, is a mystery . They have not

even life enough to enjoy their bath like men, but are as

miserable and shivering as they are shapeless.

TH E BEGGARS.

Rembrandt etched about twenty-five subjects of beggars,
several of which are exceed ingly felicitous and curiously
picturesque. As the plates of some of these subjects still
ex ist, they are sold at low prices ; but, although the lines of
one or tw o that I have examined are certainly Rembrandt’s
own lines, they have been apparently rebitten to make them
last longer. Of course, when a plate has been rebitten by
otherhands than those of the etcher himself, it can no longer
be considered a strictly original work. The direction of the
lines is what the artist intends it to be, but not their depth.
The reader will find several fine copies of Rembrandt's
Beggars ”

in M. Blanc’s Catalogue. One of the finest, in
some respects, is No. 1 4 5 Mendiants, H omme et Femme.”

Only two impressions of rt are known to ex ist ; one in the
Cabinet at Paris, the other in the Museum of Amsterdam.

The plate was a failure, and Rembrandt probably destroyed
it ; but though the face of the nearer figure is a blot, and
though the execution generally bears the same relation to
common drawing that the almost illegible manuscript of an
excited authorbears to the rounded pothooks of a schoolboy ,
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still it is very grand work. Another very fine beggar is No.

1 4 9,
“Gueux agros Ventre.” Observe the masterly eco

homy of labour in the cloak and boots the boots especially
are splendid examples of fine swift treatment of costume.

ACADEMICAL SUBJECTS.

There are about a dozen etchings of the naked figure by
Rembrandt. Some of these are very common, as the plates
belong to M. Bernard, of Paris, who still prints editions of

them. The naked man seated on the ground (Blane, 1 60
Ba. 1 96 Cl. 193 W. 1 93) is avery good piece of evidence
as to Rembrandt’s matter- of- fact interpretation. I t is simple
realism, quite devoid of aspiration. The model was a poor
one, with no form, and Rembrandt seems to have felt no

impatience, but to have copied the bad shapes quite con

tentedly. H e accepted ugliness without repugnance. The

naked woman whose feet are in w ater (Blane , 1 64) is an in
stance of bad form of another kind . The young man had

no form because he was meagre ; this woman has none
because she is fat : both etchings are as repulsive as photo
graphs of ill- chosen models. And yet these two reasons are
not the ultimate statement of the matter, for there is a lean
ideal and a fat ideal ; there is a leanness which has a

spiritual beauty, and a fulness which has a sensual and
material beauty ; the early I tal ian painters knew the first,
and Rubens knew the second, but Rembrandt knew neither.
Yet he had an ideal, but we need not look for it in his

studies of the naked figure, lean or fat ; his ideal was not

corporeal, but mental, and is to be found in his best portraits,
and in many personages in his religious subjects, who are as
personal and individual as portraits.
The “Diana at the Bath (Bl. 1 6 5 Ba. 2 0 1 C. 1 98 ;

W. 1 98) is little better, in point of form, than the woman
with her feet in the water, but the figure is well poised, and
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(To be placed opposite page

CORPULENT BEGGAR (Gueux aGros Ventre)
After Rembrandt.

BIT INGS.

I n Dutch Mordant, heated to 90
°

Fahrenheit. Minutes.

L ight scratches in background

Darker lines on edge

F iner lines on cloak, face , top of cap, and shadow in background

Darkest lines of cloak, boots, and shadow of boots

First proof taken , it having been thought unadvisable to carry the

biting to its extreme limit for fear of over- biting . The darkest

lines w ere therefore still somew hat w eak , and needed rebiting .

Plate covered for rebiting , but all lines protected except the

darkest.

Darkest lines bitten 20 minutes more, making the ir total

I n the printing, this plate is w ell w iped w ith the mnvas only, w hich

leaves a shght tint of oil. I t has then been lightly retroussee on all the

darkest lines. The face is not retrousscfe, norare the thin Scratchings.
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most admirably drawn, technically. This is by far the finest
ofallRembrandt’s naked figures, much finerthan the Antiope,
for instance, though the pose of the Antiope is good, if the
forms are not.

PORTRAITS.

I t appears to be very difficult to etch a good portrait, if
we are to judge by the rarity of successful attempts. There
are scarcely any modern etched portraits worth mentioning,
and very few older ones, except those of Rembrandt and
Vandyke. Rembrandt owed something of his success in
portraits to constant practice on the best of all models
himself. H e etched his own portrait more than thirty times
over, in various dresses—an amount of egotism forwhich any
modern etcher would incur the most severe reprobation of
reviewers. H e had a picturesque physiognomy, and was as

good a subject as any he was likely to find ; nor have we
the right to blame an egotism which, in his case, was purely
artistic, and very far removed from any vulgar sentiment of
van ity. Rembrandt knew that he was a good subject, and
found that in this instance the model readily complied with
the requirements of the artist ; so he often sat for hours
before his looking-glass, and etched the keen, plain visage he
saw in it. H e etched his old mother seven or eight times,
and his wife half as often the old woman had a capital face,
and her illustrious son, then young and obscure, drew it w ith
the utmost intelligence and afi

'

ection. H is early portrait of
her (Bl. 1 93 ; Ba. 354 ; C. 34 3 ;W. 34 8) is one of the most
perfect of all his works. H e was tw enty -two years old then ,

and already a great master- etcher. One might expatiate
long on the firm and exquisite truth with which the wrinkled
face has been studied, and yet the wrinkles are not mapped
out in a servile Denner- like manner, but always largely
interpreted with reference to expression and anatomy. See

how they are accentuated on the temple as it passes into the
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shade how the reflected lightsare kept clear under the chin,
where they have scarcely a perceptible breadth how the few
thin hairs are drawn with their wave of curl how the half
extinguished eye retains its remnant of calm l ight ; how the
placid lips, full of experience and qu iet capacity of irony,
meet in their sage reserve ! There is another very fine
portrait of the same old lady (Bl. 1 96 Ba. 34 5 ; C. 333 ;

W. an extraordinary tour de force in the rendering of

an old woman’s face, and technically remarkable for its

translation of various local values of black in the veil and
dress. O f Rembrandt’s portraits of himself, two may be

especially mentioned,— the Rembrandt with the Sabre and
Aigrette (Bl. 2 32 ; Ba. 2 3 ; C. 2 3 ; W. and “ Rem

brandt appuyé ”

(Bl. 2 34 ; Ba. 2 1 C. 2 1 W. The

first of these two portraits givesus Rembrandt in his charac
ter of a lover of strange and picturesque costumes, of which
he had a considerable collection ; the other represents

'

him,

very probably, in the dress he usually wore, and is that from
w hich most of us derive our idea of his person. H e lived in
an age when a man might dress picturesquely without being
hooted or laughed at, and so indulged his artistic instincts
very freely. No more picturesque scene can be imagined
than the interior of Rembrandt’s house, full of all things
that his eyes desired : of arms, and carving, and porcelain,
of rare tissues, of statues and busts, of pictures, of quaint
furniture, of tapestries, and an imals and plants, of spoils of

earth and sea. I n the m idst of all these things sat that
illustrious and immortal genius—sat, as we see him in this
portrait, himself not less picturesque than the things around
him, a masculine and robust man , knowing the aspects of

life, and scrutinising all things with those sharp, penetrating
eyes. What interested him most in the living world around
him was neither the loveliness of women, nor the grace of in
fancy, but the thoughtful faces of mature and intelligent men.

Thus he drew CorneliusAnsloo, a celebrated preacherof those
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PLATE I I .

(To be placed opposite page

PORTRAI T OF OLD MOTH ER, by Rembrandt .

BIT I NGS.

I n Dutch Mordant, heated to 90
’
Fahrenheit . Minutes.

Palest lines at roots of hair, on forehead, behind head, at low er right

hand corner, e tc.

Darker touches on w rinkles, thin dark lines elsew here , hair, etc.

O ther dark but thin lines

Darkest lines

First proof taken .

Plate covered again Wi th black ground, and a number of lines and

touches w hich had been oxmtted now draw n m their places, and bitten in

the same proportion as above.

Second proof taken . Some lines and touches reduced w ith the scraper,

others deepened w ith the burin .

I n print ing , this plate is w iped w ith canvas only, and not retroussée.
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days ; Asselyn, a painter of reputation Ephraim Bonus, a
physician Clement de Jonghe, a famous publisherof prints
Janus Lutma

,
a well-known goldsmith the Burgomaster

Six, and other personages, in almost every instance remark
able for an appearance of strong understanding or venerable
dign ity which compels us to rememberand respect them. I t

may have been a subtle flattery on the part of Rembrandt
to give to his sitters a wise and meditative look, as other
portraitists add beauty to the features, and dissimulate
physical defects but there was a sturdy frankness in Rem
brandt’s nature which inclines us rather to the belief that he
would not have condescended even to this delicate species
of flattery, and that there ex isted in his models, at least, a
strong suggestion of the qualities he attributed to them.

The one rare merit of these portraits is that they never seem
to lay traps for our admiration, and have no anx iety to
please. The Burgomaster Six is reading quietly at his w in
dow ,

w ithout a thought of the world beyond ; Ephraim
Bonus is thinking not of us, but of the patient whom he has
just left upstairs Uytenbogaert, the gold-weigher, is entirely
absorbed in his accounts. The difference between these por
traits and too many modern ones is, that these have dignity
without pretension, whereas the others have pretension with
out dignity. The execution is sometimes exceedingly mar
vellons, as, for instance, the modelling of the gold-weigher’s
face, the moustache and imperial of old H aaring, and the
eyebrow of Janus Lutma. Whenever the hands are given,
as in the lesser Coppenol, the Ansloo, and the Lutma, they
are drawn in a simple and direct way, but with singular
attention to the character and constitution of the man.

Whilst on the subject of execution, we cannot omit to men
tion the remarkable silvery beard worn by a nameless old

man with a fur cap. I t is nearly all done by suggestion
and omission, but the fulness and softness of it are perfectly
expressed. There is an art very useful to etchers, by which



94 3 5 113 3 4 s

the imag ination of the spectator is made to do half the
work ; Rembrandt understood this, and often had recourse
to it with much cunning. By telling youwhat the hairs are
like on the left side of the beard, he makes youbelieve that
yousee hairs on the right, though in reality he gives you
nothing there but a space of blank paper.

LANDSCAPES.

Though Rembrandt's draughtsmanship in the figure was
often incorrect as to proportion, it was always scientific and

based upon anatomical studies, which we know to have been
amongst the artist’s valued and beloved pursuits. But he
d id not draw animals so well as men, nor trees so well as
animals, and was, in short, much less scientific as a landscape
painter than as a master of the figure. We all know how
the study of landscape has lingered behind the study of the
human body ; but, because many of the old masters brought
to the execution of landscape-subjects that grand and govern
ing manner which they had learned in another branch of art,
and because they could, at least, express their sentiment,
which was often noble and just, it has resulted that their
reputation is considerable, notwithstanding the limitations of

theirknowledge, and that, even in these days ofmore accurate
research and keener interest in the facts of the external world

,

these old masters still hold their ground against the rivalry
of the most cultivated modems. Thus Rembrandt’smanner
in landscape is better than that of any modern, except Turner
and H aden ; and our skilful E nglish landscape- painters,
notwithstanding their far greater knowledge of the various
effects of nature, have a littleness of expression with the

etching- needle which places them in a lower rank as artists.

This is the distinction which connoisseurs universally feel,
and which makes them often unjust towards the modems,
and blind to their especial superiorities. I have not space
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Great Tree (Bl. are, perhaps, the finest examples of

Rembrandt’s masterly use of the need le in pure etching.
The distances in both plates are remarkable for ease and
simplicity of manner.
I t is always, however, a mistake to attribute too much

importance to manual skill in etching, or in any other of the
great arts. When there is the true understanding of nature,
and the true artistic sentiment, manual skill usually comes
with practice, and the greatest artists never trouble themselves
about it, warning their pupils against anxiety on that score.
The distinction between the possession of manual skill and
artistic genius is perfectly illustrated in the case of Flameng,
the engraver who etched the wonderful copies from Rem

brandt in M. Blanc’s Catalogue. I have no hesitation in
saying that, in manual skill, Flameng is equal to Rembrandt, !

or to any etcherwho ever lived and yet, in the first edition
of this work, I did not think it necessary to mention Flameng
amongst modern etchers, whilst I gave an entire chapter to
Daubigny, who is clumsiness itself (or was, at that time) in
comparison with him. I f Rembrandt had no higher claim
on our consideration than mechanical ability with the point,
he would not deserve mention in the records of an art whose
glory is to spring directly from the mind.

This assertion, bold as it may seem, was fully confirmed later by the publi

cation of Flameng
'
s copy, in facsimile, of the famous Hundred -Guilder print, a

copy which in all technical qualities is simply equal to the original Flameng has

his due place in this edition amongst the etchers who interpret the works of



CHAPT E R I I I .

OSTADE AND BE GA.

TH E repugnance which a refined modern gentleman, full
of scholarly ideas and delicate sympathies, feels for the

sort of humanity in which Ostade delighted, is strong enough
in many instances to counterbalance all the technical qualities
of the artist, and permanently repe l the student. Ostade is

not the only painter who has stud ied the habits of the
peasantry : we have just seen that Rembrandt had a predilec
tion for beggars, and the cottages of poor French farmers and
labourers have, during the last few years, been the favourite
studies of a class of painters by no means wanting in refine

ment, w hose representative is Edouard Frere. Poverty is not
a disqualification in the living subjects of a picture, and it is
probable that the most refined artists, if obliged to choose
between the interior of a rich tradesman’s dining- room, or

the interior of a H ighland bothy, or a chamn iére in the
Morvan , would prefer the rough floor, and rude furniture, and
simple inhabitants, to the carpets and mahogany, with their
living accompaniments in broadcloth and fine silk. The

poor do not repel us in Faed, or Frere, or Duverger, but
they are very repulsive in Ostade and Bega, —so repulsive
that w e only endure them for the sake of the accomplished

I n justice to ourse lves, let us say that it is not the poverty
which repels us, but the insensitiveness of the painter to all
that is best amongst the poor : his incapacity to recognise the
true refinement of the rare and delicate natures which are dis

H
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guised in mean apparel, his blindness to that beauty of charac
terand countenance which is not aided by the arts of luxury.

I t is not to be believed that when Ostade and Bega stud ied
the Dutch peasantry, the whole of the poor population of

H olland was lost in bestiality, or that all the nobler fee lings
of human nature were utterly crushed out of it by the we ight
of care, like the juice from trodden grapes. And yet their
peasants are universallymere animals, incapable of tenderness
and thought, capable only of instinctive cares and besotted
sensuality. The males pursue the females, the females give
suck to their young, and the height of satisfaction is a

swin ish contentment in the fulness of the belly and the
apathy of the brain.

But, though on the human side there is nothing in this
class of art to delight a modern public, it has often technical
merits of a rare order. Ostade , especially, was a composer
of remarkable ability, combining in the most felicitous way
the two compositions of form and chiaroscuro. H e was

very inferior to Rembrandt in the variety of his execution.
Rembrandt had many resources of method which were inac
cessible to Ostade ; but Ostade had always craft sufficient
for his purpose, and could reach with great certainty the
effects of l ight, the transparencies, the accentuations which
gave him pleasure. I t would be an interesting subject for
speculation how an artistic accomplishment, which in its way
certainly proves much visual and manual cultivation

,
was

compatible with such deadness of the heart and such apathy
of the intellect. Cases of this kind seem to prove that
technical skill in the fine arts is possible without mental eleva
tion, but they do not demonstrate the vanity ofartistic culture
generally. I t was something for Ostade that he could at

least see when his peasants composed well, and that he could
enjoy the lights and shadows which gave a sort of sublimity
to their habitations. An accomplishment may be worth
having, without working the miracle of giving nobility to a
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at the feet of mountains, For example, in this etching the
composition rises always towards the right

, and is buttressed
by slopes to the left. See how amply the figure of the man
is supported by the boy and the dog, and by the seated
woman. This law of diminution to the left is carried out in
the most trifling accessaries, in the basins above the door, in
the spaces between the three cross-pieces nailed to the beams,
in the tw o boards near the ladder, in the openings of the bed
and the door. I f the woman had advanced her left foot ia
stead of her right, the man behind her would not have been
so well supported and if the little dog had been absent, the
buttressing on that side would not have been continued to

the ground. The lighting is, of course, intended to give im
portance to the group ; there are admirable reflections and

transparencies in the shade.
O f Ostade

’

s smal l plates, the reader is recommended to
study (for their d irectness of manner) the bust of an old

peasant with a pointed cap, and the smoker in an oval. The

Hurdy-gurdy Player (dated 1 64 7) is a curious instance of
careful rendering of the folds of dress.

Some of Ostade’s original coppers ex ist in Paris, but they
are so worn that impressions are now worthless.

BEGA. L e Cabaret (Bartsch, v. 2 40, 3
—A group of

peasants in an ale- house, with a very dark shading behind
the figures ; a brilliant and effective plate, but coarse in
conception, and wanting in the artistic subtleties that dis
tinguish the masterpiece of Ostade.

Bega’s common fault of too much blackness in shadows
is equally visible in a clever little figure with a short cloak,
L

’

H omme avec laMain dans le Pourpoint (Bartsch, v. 2 2 8 ,

The most delicate bit of work by Bega is the woman
in the lozenge, La Femme portant la Cruche ” (Bartsch, v
2 2 8, The dress is very cleverly accentuated



PLAT E I I I .

PEASANTS DRI NK I NG, BY OSTADE ,

A portion of a larger Plate represen ting a Village Feast.
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DUj ARDI N .

pictures. H e had clear sight, a firm hand, a most excellen t
memory ; but no imaginationh and very little power of com
position. No painter who ever lived retained a more vivid
image of an animal after having seen it, nor could any painter
copy that image better. But his art was never much more
than a very brilliant copyism of facts, though since these
facts were usually of a nature which the memory alone could
enable him to record, his art is on that account more wonder
ful than the patient literalism which copies a helmet ora vase.
Paul Potter had points of superiority over Berghem in his

entire freedom from false e legance ; he was quite unaffected,
exceedingly clear and accurate in handling, yet not vain of
his precision, nor at all anx ious to display it. H e etched
with spirit, but was deficient in freedom, and d id not sketch,
nor see things with the comprehensiveness ofagreat sketcher
like Rembrandt. I admire his powerofmemory, his vivacity
and spirit, his genuine love of animals, his knowledge of

animal construction, his certainty of hand but consider that
his weakness in comprehensive sketching and want of imagi
nation disqualify him for a place in the first rank.

Karl Dujardin is one of those artists who, whilst enjoying
a great reputation amongst the class of connoisseurs who
neverwork from nature, retain slighter hold on our admira
tion when our judgment has been fortified by much practical
study. H e learned his horse by heart, and his cow , and his

sheep, and his pig, and his donkey, and his goat ; and being
able to draw them in a regular manner, and in any common
attitude, set them in fancy landscapes of the kind which con
noisseurs receive as a sufficient representation of nature.
There is much truth in the attitudes of Dujardin

’

s animals,
and the power of draw ing them as he did is by no means to
be attained easily, for it requires great labour and a certain
natural gift yet such animal design as his cannot be
accepted as of first- rate excellence, because it is too methodi
cal, and wanting in artistic synthesis. H e is inferior in
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skill and knowledge to Paul Potter, but nearly of the same
rank in point of artistic conception and imagination, and
quite free from the misplaced elegance which often spoiled
the work of Berghem. H e was not a good etcher, because
he could not sketch well but his name could not be omitted
in a work on etching

,
on account of his considerable reputa

tion. H is stifl
'

,
precise lines are not to be recommended for

imitation, and his ignorance of landscape was complete. H is

merits are a certain knowledge of animals, expressed with
perfect sincerity, and a dexterity suflieient for his purpose.
H is lighting is often luminous, but his chiaroscuro was feeble
because he had not the least idea of the value of local colour
w hen translated into black and white ; and in most of his
etchings local colour is altogether omitted.

A curious instance of purchasing for curiosity occurred in
the case of some an imals by Berghem. H e etched two sets
of six each, and one of these sets was executed on a single
copper, afterwards divided. Only one impression taken be
fore the division is now known, and the British Museum paid
£ 1 2 0 for it. The present value of that proof is about
£400, and its only superiority over good impressions of the
six separate plates is a matter of pure curiosity, depend ing
upon the not very interesting or important fact, that there
is only one large plate-mark instead of six smaller ones.

BERGHEM. The Rirmlet by the ruinedMonument.—With
out elaborate description, the readermay recognise this plate
by the woman who is seated in the foreground, with her left
foot in the water whilst she w ipes the right. There are

other figures, and cows, and goats, and sheep. There are
traces of sculpture on the monument, especially the bas- relief
of a horse. This is one of Berghem

’

s most brilliant and
characteristic etchings. The brilliancy is obtained

,
in agreat

measure , by vigorous little bits of dark inserted in places
where the artist had a fair pretext for their introduction.
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Plates of this class are usually kept very light, but the etchers
were always on the look-out for such little spots of intense
black as that under the woman’s armpit here : when these
were vigorously marked, a certain liveliness was the result.
The student will observe the neat sharp draughtsmanship in
the cattle, and the rather dand ified elegance of the cowherd
with the pole, and the woman who is washing her feet.

The soer (Bartsch, v. 2 5 7 ,
—A man on an ass meets

a pedestrian with a bagpipe, and talks to him, show ing him
the way with his hand. Behind the piper is a man driving
sheep and cows. To the right are many trees, and in the
distance a softly-wooded hill. The group in the middle has
a picturesque outline, and is exceedingly rich in shade.

The work in this central group is generally of fine quality,
but there is a somewhat morbid softness, not altogether
masculine, in the distant foliage.

The Shepherd by the Fountain (Bartsch, v. 2 59,
—Of all

Berghem
’

s plates this is the most characteristic of the master.
The figures pose l ike models who have learned their business
well

, but not very like the peasants of actual life. The

animals are all remarkable for an extraordinary clearness and
neatness of execution. Observe especially the head and leg
of the cow in the foreground. The shadows are kept exceed
ingly transparent, and the reflections light ; the bucket is an
epitome of Berghem

’

s practice in these respects.

The Goat
’

s H ead w i th the blach Forehead (Bartsch, v.
2 6 7 , —A piece of very exquisite execution of its kind,
especially in the horns and the dark hair on the goat

’

s fore
head. There is also a small plate with two goats’ heads
executed with equal skill. Work of this kind approaches
more nearly to modern ideas of etching than that of the old
masters can be generally said to do. I t is not unlike
Gauermann in manner, and the best work of the E nglish
Club is of the same class.
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’

KARL DUJARDIN . Cow , Sheep, and H erdsman, w ith a do
in the distance—The best thing here is the head of the cow ,

which may be taken as a perfect example of Dujardin
’

s most
successful work. So, on the other hand, is he not unfairly
represented by the childish weakness of the distant landscape.
There is not the least merit of any kind in the trees and hill,
and the buildings all lean to the left, in defiance of gravita
tion. There is no local colour ; and tree, and hide, and grass,
are all left white in the light.
A Ruin near a stream, Artist sketching

—Since there are
no cattle here, but only a landscape and buildings, we can

expect nothing but feebleness. This is modest and unpre
tending work, based upon the notions of landscape prevalent
in the seventeenth century ; but it is surprising how it was

possible for a man who had really studied the construction
of animals, not to have clearer insight into that of inan imate
nature. Such work as this is as inferior to the etching of

H aden or Lalanne, as the water- colours of a modem school
girl to the work of Richardson. I t sometimes happens that
an artist will compensate for his sins against natural truth by
the mere power of his workmanship ; but here, as in all

Dujardin
’

s landscapes, the etching is as technically weak as

the interpretation of nature is unintelligent and inadequate.



CHAPTE R V.

VAND YKE AND H OLLAR.

I N the course of the last few pages there has not been very
much eulogy of the unqualified and enthusiastic kind.

Good etchers are exceedingly rare, having hitherto been
produced in E urope at the rate of about two in a century.

I t is possible that, notwithstanding the divergence of opinion
on the subject of the rank and capabilities of the art, which
unhappily subsists between the present writer and the large
majority of the general public, there may, nevertheless, be
more harmony between us than we supposed. The public
is indifferent to all etchings whatever ; the critic is indifferent
to all but a very few etchings.

No true critic can be indifferent toVandyke. H e is one

of the great princes of the art, a royal master who is to be
spoken of only with the most profound respect. H e had all

the great qualities ; he had perfect freedom and exquisite
refinemen t he used the needle w ith admirable ease and

grace, and his masterly force was restrained and tempered
with a cultivated severity. But it is inevitable that a genius
of this kind, whose purposes were few , and who always kept
steadily to the path w here success ever attended him, should
not offer matter for so much commentary as the less
admirable and less wise, but more various and audacious
artists w ho have undertaken many different enterprises, and
alternately surprised the world by unexpected triumphs and

almost unaccountable failures. A writer, cunning in his

craft.who found himself obliged to supply many pagesabout
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Vandyke, would have recourse to speculations about the
personages he painted, and the history and characteristics of
their age so that the artist himself would become nothing
more than the pretext for a dissertation on manners and
events. But ofVandyke himself, as an etcher, little more is
to be said than the few sentences already written. H is aims
were few , his choice of means instinctively wise and right, his
command of them absolute, his success complete.
H ollarwas not a painter, but amost industrious engraver,

and it has rarely happened hitherto that a professional
engraver has produced original etchings of great artistic
value. The training of an engraver is injurious to originality,
and restrictive of freedom, it has also the drawback of being
almost exclusively manual and interpretative ; and there is
always a great danger that the engraver who attempts
artistic etching will fall into the set methods which have
become habitual to him, and think less of the great artistic
ex igencies than of that manual neatness and polish which, as
an aim in itself, great artists have ever disdained . There
have, how ever, been one or two exceptions to this rule ; and
though it is generally true that, to become a great etcher, it
is necessary to be first a great painter, it is also the fact that
one or two engravers, by profession, have etched occasionally
in the high artistic sense. The great majority of H ollar’s
etchings are not to be recommended as examples of this
particular art, but one or two of them have a rare and

delicate beauty , which gives him a certain rank.
The proofs of Vandyke’s etchings have greatly increased

in value of late years. At M. Séguier
’

s sale, in 1 84 4 , they
averaged from three to eight pounds each, and were then
thought to be very dear. At recent sales they have produced
sums varying from eight to thirty pounds. Mr. Marshall’s
set, which a few years ago might have brought eighty or

n inety pounds, was knocked down at his sale ( 1 864) for 400.

I t may be considered certain that, as etching becomes better
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H OLLAR. Gen tleman play ing on a Guitar.
-The H ollar

collection, at the British Museum,
is so very extensive, that it

may be well to inform the reader that this is the last plate
in the sixth volume there. The guitar-player is seated near
an open window , through which are visible a tower and some
shipping. The guitar is of curious construction, being double
scrolled. The playerhas long hair, a beardless youthful face,
and very beautiful, somewhat feminine hands. This etching
is remarkable for a quite extraordinary delicacy of treatment,
and a most exquisite taste. I t is not so vigorous as the work
ofVandyke, but fully equal to him in elegance. The metho
dical habits of the engraver recurmost in the window-opening,
and are especially observable in the mechanical treatment of
the sky. There is a great deal of lovely curvature in the
guitar and the player’s hands, and it is probable that H ollar
may have felt the utility of the stiff window lines as a con

trast. The tonality of the whole plate is quite perfect in its
ow n key.

The Long View of Greenw ich—Recommended forstudy,
only on account of the distance and the observatory. The

foreground, which is covered with dull engraver’s work, is
curiously barren and uninteresting, and even the sky is



CHAPTE R VI.

CANALE TTI ; RUYSDAE L , AND OTH ERS

TH ERE is a certain clearness of manner, and simplicity
of purpose, in Canaletti, as an etcher, which makes

his work esteemed, not only by connoisseurs, who usually
follow tradition in their estimate of works of art, but even by
true critics and artists. I t is possible that a reason for the
reputation of his etchings may be that, although he lived
sufficiently long ago to be accepted with the respect given
by connoisseurs to old masters, he has much of that modern
feeling for the picturesque which most of us secretly enjoy,
and which, in this case, w e may legitimately applaud. I f

Canaletti were a living contemporary, connoisseurship would
be less satisfied of his merits ; for connoisseurship, like the
Catholic Church, waits a hundred years before it canonises
its saints.

Canaletti
’

s work is clear, and simple, and honest ; but it
has very little freedom, a moderate appreciation of beauty,
no grace, and no imagination. H e saw that Venice was

picturesque, and in him the modern enjoyment ofarchitecture,
as a pictorial subject, found its first adequate expression ;
but w e have better architectural painters in these days ; and
though good etchers are always very rare, we have one or

two men who etch better than Canaletti. The word which
best characterises him is respectable med iocrity, but it is
mediocrity still, however respectable.

H is subjects were usually w ell selected, and his efl
'

ects

pictorial, though of the most ordinary kind. H is etchings
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would have greatly benefited by a more thorough study of
tonal ity in several of the most important there are obvious
faults of relation, chiefly due to a timidity about the values
of near shadow and of local colour. I n slighter work than
that of Canaletti there may be much frank omission , even of
ton ic re lations ; but he laboured his plates all over, and
when he failed in this respect it was not the bold transgres

sion of consummate science, but the hesitating error of half
knowledge.
Ruysdael has an immense fame amongst connoisseurs,

especially on the Continent ; but this is one of those cases
in which the modern study of nature is sure to drive the
student either into secret revolt or open rebellion. I say

nothing here of his pictures, which are out of my present
subject, and the readermay worship Ruysdael as a “

god of

painting,” if that kind of devotion is necessary to his spiritual
comfort ; but of Ruysdael, as an etcher

,
I say simply that

he is down somewhere in the fifth or sixth rank. I t is

intelligible that when work like that of Ruysdael is held up
as the work of a great master, the majority of the public,
not having time to investigate the matter for themselves,
conclude that the whole art of etching is imperfect
Salvator had magnificent gifts of a certain kind, but was

not agreat etcher, because he did not insist upon the especial
powers of the art. All that Salvator d id in etching might
be done equally well in engraving, and he really aimed at

the artistic objects of the great I talian engravers. Some of
his plates are admirable in their way, but they are all bad
examples of etching. The finest of them, to my mind, is
The Abandonment of CEdipus,

” which is sufficiently studied
below.

Dietrich was exceedingly clever, manually, and very

various in manner, but he was remarkable only as an

unusually apt imitator of other men ’s work. H is talent, in
this respect, was nearly equal to the wonderful gift of our
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them very happily with other materials, such as marine
subjects, figures. and landscape. H e had the great artistic
quality Of be ing able to reach the tonality he aimed at, in

which he seems to have had a certainty equal to that of a
painter, and many of his etchings are almost as complete, in
this respect, as pictures. They are frequently luminous and
agreeable in aspect ; they are also much nearer to the feeling
of modern students of the picturesque than the work of older
masters usually is. The copy fromWeirotter given herewith
is a good instance Of th is, for the interest of the artist in the
detail of the old cottage, and the way he follows its ins and
cuts, are very modern indeed. I find, on the whole, that
Weirotter rises in one’s estimation as time goes on, which is
the b est proof of substantial qualities in an artist. I n the
plate given here the cloud is too hard and rocky, but the
sky is (at least in the original) very pure and equal in tone,
and the bu ildings are treated very skilfully, every line being
stud ied with the utmost care throughout the variety of its
inflections.

CANALETTI . La Torre di Malghera.
—A white tower to

the right
,
and two low buildings to the left Of it mountains

in the d istance, and water in the foreground, with a boat
under the building, and a gondola coming into the picture,
on the left. There are clouds in the sky, which is etched
with much labour. The water is entirely rippled.
O f all Canaletti

’

s etchings this one is the most luminous
and the most modern in its choice and interpretation of

subject. The buildings are etched with much force and

considerable freedom, but the sky is too mechanical.
L e Procuratie e 5 . Z imin ian .

—A large, Open place in
Ven ice. To the right is the corner of a lofty building with
balcony shades, and to the left another building with arches.
There are high Venetian masts in the Open square. This
etching is truer, as to general tonality, than any other by



PLAT E IV

COTTAGE ON A SH ORE ,

Part of larger Plate by WE I ROTTER.

Coptird by the Author.



PL AT E IV.

(To be placed opposite page

COTTAGE ON A SH ORE , part of a larger Plate by
We irotter:

Copied by the Author.

BITI NGS.

I n Dutch Mordant, heated to 90
°

Fahrenheit. 'Minutes.

Extreme distance

Sky

Shaded cloud

Promon tory w ith figures

Cottages and cote

Foreground, water, and boats

First proof taken.

The plate was now covered for rebiting, and all the darkest portions

w ere rebitten from five to fifteen minutes more.

Second proof taken .

The plate was now covered w ith the black ground, and light shadesadded

wherever wanted. These w ere bitten from e ight to sixteen minutes.

Third proof taken.

The plate w as fin ished by reducing some Of the palest lines in sky,

cloud, and distance , and by adding a very few w ith the dry
-

point.

I t is printed very simply indeed, being cleanly w iped and not retrousse
'

e.
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is tying ( Ed ipus by the feet to the trunk of agreat chestnut
tree. There is much grandeur in the design of t his tree,
and the arrangement of the figures. Many contemporary
landscape- painters, especially Mr. M‘Callum, could draw a

fine tree, with closer imitative veracity, but there is amagni
ficent passion in this design Of Salvator’s, and a determined
intention to make us feel certain striking elements of forest
sublimity, which are not common in any school, and always
exceedingly rare amongst the literal designers. We are

made thoroughly to feel the great height Of the tree, and
the vast reach Of its far- spreading intricate branches. I ts

trunk rises like a lofty tower, and its clustered leaves poise
themselves above our heads like the wings of innumerable
birds. These qualities, however, might have been equally
well given in a pen-drawing ; and neither this, nor any other
etching Of Salvator, insists upon the especial advantages and
superiorities of etching as an independent art. Salvator,
like many other artists, employed etching as a convenient
process for the multiplication of his drawings, just as in
these days he might have employed the graphotype ; but he
was not, in the peculiar and especial sense, an etcher.

DIETRICH . The Satyr in the Peasan t
’

s H ouse—A satyr
having paid a friendly visit to a peasant, accepts his hospi
tality, and attempts to eat hot soup w i.h a spoon but, not
being accustomed to utensils of that kind, declines, with
much energy of gesture, to repeat the experiment. There is
plenty of vivacity in the action, and the group is engraved
with considerable skill. I use the word engraved purposely,
because this is rather engraving with the needle than free
etching.

EVERDI NGEN . Cottages b a Torren t (British Museum,

Everdingen, vol. i. p.
—Two chalet- like cottages to the

left ; astream flowing down amongst rocks over aweir made



PLAT E V.

TRE ES,

Part of a Landscape by WATERLOO.
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Of a trunk Of pine ; rocksand rising land to the right pines
and other trees. Four goats in the right corner, and three
other goats on a shaded rock near the middle Of the etching.
I think this is the most charming of all Everdin

g
en

’

s bits
of wild river scenery. I t is very fresh in treatment, and it

isevident that the artist had a real liking for rocks and rude
cottages by wooded hills and streams.

The Man near a Gap in a Fence (British Museum, Ever
d ingen, vol. i. p. —A little hill with a wooden cottage
on it, and awooden fence in front of the cottage all knocked
down ; there are some pigs and goats, and a man who is

walking down from the cottage happens to be near an open
ing in the fence—whence the title. The sky is clouded, and
there are a few trees behind the building.

This subject, though simple, is agreeably composed, and
much use is made of the variously- inclined stakes in the
broken fence. I n the quality Of freshness this etching is
equal to the preceding one, and both are above the usual
average Of the artist.

WATERLOO (the plate of which a portion is given here).
—Waterloo Often etched studies Of trees, and this is one Of

the best examples amongst many plates of his. The reader
will see that Waterloo had clear ideas of the richness

,
and

fulness, and softness of foliage ; that he studied the projec
tion Of its masses, and could group his trees efl

'

ectively . The

black shadow, in the left- hand comer, forming a triangle with
the edges Of the plate, is a conventionalism very commonly
found in the landscape-art ofWaterloo’s time.

WE IROTTER. A River Scene (Bgitish Museum, vol. n. p
- A group Of boats, with sails, in the afternoon sunshine,

theirstems towards the spectator. Men are taking an anchor
in a small boat to the right, and two men are row ing in
another small boat to the left, over which is a windmill on
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the shore. For its brilliant lighting, clear composition, and
fine tonality, I think this is the best Of allWeirotter

’

s river
subjects, and, on the whole, his most desirable etching.

Cin ita Vecchia.
—A round tower to the left, from an

opening in which men are bringing merchandise down an

inclined plane to a boat. The tower and other buildings
are relieved against dark trees, and there are large white
clouds in the lower part of the sky , against which come the
yards of several lateeners. The foreground is entirely water,
calm, but slightly rippled, w ith boats. This is a very
characteristic example of Weirotter, for it includes all the

kinds of material w hich he most enjoyed. The plate is
bright and efl

’

ective ; but a greater etcher would not have
given to it such steady equality Of labour. Weirotter could
arrange a subject well, and had much manual ability ; but
he had not the wayward choice, the delicate emphasis, the
charming caprices, and inimitably w ise omissions Of the

nobler aquafortists.
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great compensating advantage, that the writing is not

Zeeman was not noticed in the first edition of this work,
because there did not seem to be any special reason for

noticing him. H e has a chapter in this ed ition, because
from the direction of the most recent etching it is clear
that the dangerof contemporary students lies in the ambition
to be elaborate, and especially in the desire to realise every
thing, without leaving anything to the imagination. The

practice of some etchers of the Dutch school may be useful
as an example of simplicity of treatment, and Zeeman
especially is an excellent instance of this. I am far from

wishing to set him up as a great etcher ; he neverwas great,
but he worked on clear and simple principles from which he
never departed, and modern work may be done upon the
same principles whenever we choose to adopt them. Zee
man’s art was formal and narf, and not nearly so rich in
various knowledge and observation as the art of the most
accomplished modems, but it is quite possible to express
much richer knowledge than he ever possessed by the means
which he employed. There is no necessity to adhere
minutely to his artistic recipe, it is enough to understand
what is really worth attention in his principles.

H is artistic recipe was to divide the scene into three
planes
—d istance, middle d istance, and foreground ; the dis

tance to be very pale, the middle distance rather dark, and
the foreground invariably black. Sometimes there were four
planer, in which case there would be two middle distances ;
but it was never consistent with Zeeman’s recipe to have a
light foreground and a dark distance, though such a combina
tion occurs very frequently in nature.

.We need not trouble ourselves about any recipe of this
kind. Modern art has got far beyond that stage, and places,
as nature does, its lights and darks where they are needed
for the most various efl'

ects.
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What we may learn from Zeeman and other artists of

his time is the value of a clear decision about the interpreta
tion of nature. H is mind was quite made up about the
extent to which he meant to go in realisation. All very
luminous and even spaces were to be represented by blank
paper, fine gradations in them being left to the imagination
of the spectator. Shades and reflections were broadly and
quietly given, it being always clear whether a mass was in
shadow or in light. Texture was suggested by direction of
l ine rather than by actual imitation of the quality of surfaces.

One consequence, to Zeeman himself, of the adoption of

these principles was that his works are never muddled by
anxious experiments. All that he intended to do he could
do without any painful struggling to put accident on his

side. Therefore, it may be well for any one who is wearied
with such struggling to remember that the true ark of safety
is to be found in self- imposed limits to interpretation. I n

imposing such limits upon our intentions, we do not accept
“ imperfection, as it is sometimes called. All art which is
perfect as far as it intends to go is wholly perfect, and truly,
in the best sense, flair/red. I n this sense Zeeman’s etchings
are more finished than a great deal of modern work which
is farmore laboured ; and if the great purpose of art is to

convey impressions, then these etchings are successful, for
they always fully convey the impression which the artist
intended to communicate.

1 . Marine Sub/irat—Two boats w ith sprit-sails and lee
boards are leaving shore. I n the right-hand corner aman is
hauling a small boat in with a boat- hook on the highest of
seven stakes which rise out of the water. There are sails in
the distance, and asquare tower, w ith a glimpse of land. A

few clouds in the sky, and birds to the right.
This etching quite gives the idea of a tranquil Dutch sea

picture, w ith afternoon sunshine on calm water. The boats
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bear criticism. A little thing is often of much importance
in art. H ere the shadows cast by the sprits upon the sails
give most of the impression of sunshine.

2 . Marine Subj ect—H ere it is low tide, and a sloop is
ashore on the right. There are several figures of men on

the sands, and a group of boats are drying their sails in the
middle distance. I n the distance to the right we have a
church, with a spire and other buildings ; to the left, five
boats with sails. The water is dead calm.

The distance and middle distance are very slightly bitten,
and the sky a blank, except a few pale clouds and a little
horizontal shading at the top. I t was Zeeman’s way some
times, when he wanted to give an idea of calm sky. to rule
a few horizontal lines at the top, and to the left, but he left
the rest blank. From the length of the shadows cast this
must be morning or evening. I t is worth observing with
how few l ines the calm sea is represented. The whole
distance is exquisite in temperance and delicacy.

3. Marine Subj ect—Sailing-boats receding into distance,
the nearest of them with a flag at the poop, aswell as at the
peak and mast- head, and a square-sail under the bowsprit,
a man-of-war in the distance to the left, three punts and

several men in the foreground.

Nothing is better adapted than shipping for the study of
distances, because ships can be placed so conveniently at the
intervals that the artist may desire. This plate, part of
which is copied for the present work, is quite a model of
this very useful kind of study. I n the early stages of

practice subjects of this kind will be found especially useful
for the definite purpose which they give to three or four
distinct and successive bitings, as the distances are marked
by clear intervals, and not by difi cult gradations.
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PLAT E VI .

(To be placed Opposite page

BOATS N EAR SH ORE , part of a Plate by Zeeman .

Capical by the Autfzor.

BI TINGS.

I n Dutch Mordan t, heated to 90
°

Fahrenheit.

The most distan t boats, the clouds, and the sail of the nQarest boat

but one

T he nearest sailing boat, and the hull of the nearest but one

Water nearforeground

Water in the immediate foreground

Foreground figures

Darkest things in foreground

F irst proof taken.

Theplate was now as in tended, except that some of the palest lines,

having been purposely overbitten (7 had to be w eakened “ ith the

scraper and burn isher, w hilst other lines had to be introduced. 1 11 15 w as

done w ith the burin.

The plate is printed simply, w ith Slight retrourmge. I t is W iped w ith

canvas, not w ith the hand.
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CHAPTER VIII .

GOYA.

I T has not been part of the plan of this book to give

either biographical detail, or much commentary on those
qualities of artists which lie altogether outside of the artistic
qualities. I t is easy, under the pretext of art-criticism, to

fill volumes both larger and more readable than this with
matter in which purely artistic studies are a very inconsider
able ingredient ; and I am clearly aware that a shrewder
literary craftsman would have thrown the art of etching
altogether into the background, and amused his readers with
pleasant stories about the adventures of Salvator and the

amorous intrigues of Goya. Resisting these temptations, I
have kept in view one purpose only, the study of etching as
an art, and have given space to etchers only so far as they
have either really excelled in the art, or at least had the

reputation of excelling in it.
Whoever cares to know about the life of Goyamay find

full information in M. Charles Yriarte’s Biography (pub
lished by Plon, 1 0 Rue Garanciére, Paris, 1 86 which,
though a narrative of facts, is the most extraordinary romance
of artist- life imaginable. Goya was aman of very remark
able endowments outside of art. H e had immense physical
energy and courage, and at least as much moral audacity.

H e was ready to measure swords with any bully who might
present himself, and sought adventures of this kind in the

disorders of the public streets. H is numerous illustrations
of bull-fights are derived from personal experience in the
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arena, but he defied things even more dangerous than any

mere animal rage, for he was openly revolutionary in

religion and politics, exposed himself to the hostility of the
I nquisition, and even violated the rigid etiquette of the
Court of Spain. H is successes with the fair sex were
innumerable ; his strength and courage, his easy self-confi
dence and conquering address, made him a master in the
arts of gallantry, and he had mistresses in every rank of

life, from the women of the common people to the most
exalted ladies of the court.
Goya had imagination, but of a frightful sort, like the

imagination of a man suffering from delirium tremens yet

this imaginative familiarity with evil spirits does not seem
to have affected the happiness of his ex istence, a happiness,
such as it was, based on the substantial real ities of the most
robust health and complete professional success, with the
satisfaction of all the appetites of an energetic animal nature.
H is etchings are the expression of his violent and ebullient
personality ; they are full of passion, but it is observable that
there is no trace of any delicate or tendersentiment, orrather
that what in other men would have been a sentiment of this
kind, as, for instance, pity for the sufferings of the affl icted ,

takes, in Goya, the form of protest and antagonism, and be

comes a furious cry of hatred against the oppressor. M.

Yriarte tells us that in Spain there exist pictures by Goya
which prove artistic delicacy and good taste, that there are pas
sages of sweet colour, and feats of tranquil and loving finish
but I am compelled to doubt whetherM. Yriarte

’

s enthusiasm
for the subject of his book may not have led him to regard
those works too favourably. I t is certain that he immensely
exaggerates Goya’s rank as an aquafortist, in attributing to
him great technical skill, and especially in saying that he
has “ few rivals in the practice of his art.” I have met with
a small original etching by Goya, “The Prisoner,” of which
the copper belongs to M. Lefort, and that plate is good even
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Bullf glztz
’

rzg Plate 3.
-An artist who undertakes to

illustrate the science of bull-fighting ought at least to be
able to draw the parts of a bull. The ignorance of con

struction is here so complete, that the nostrils are repre

sented by two small round holes, the eye is out of proportion
and badly set, and the car is not in its right place. There
is not a single instance, in all the thirty- three illustrations of

bull- fighting , of an eye or an ear even tolerably well drawn .

I n one or two plates the nostrils are a little better than
these, but Goya’s most general notion of a nostril, either in
a bull or a horse, is a round hole bored with a large gimlet.
H e has never in a single instance drawn the ear of either
animal.
Bullfiglztz

’

rzg Plate 7 .
—Goya’s childish ignorance of

animal form was seldom more strikingly man ifested than in
the wretched little bull in the right -hand cornerof this plate .

There was no difficulty in the attitude, for it is the easiest
of all possible attitudes ; and, since it is the same as that of
Paul Potter’s bull, the reader may advantageously compare
the two animals. Paul Potter had not the fire of Goya, nor
his ferocity, but he condescended to study nature, which
Goya d id not, and so taught himself the proportions of the
creature, and the shape of its most important joints. To

begin at the ground, look at these hoofs and fetlocks l Could
the bull gallop with them ? Could he even stand on them ?
Bull-figlztlng Plate I o.

—I f you take an old rocking
horse, and char its head with fire, and then smear what
remains of its face with thick white paint, youwill possess,
in sculpture, a work of art, accurately corresponding in
scientific truths and artistic value to this wonderful horse of
Goya. The combination of ignorance w ith assurance never
ended in the production of art more hideously corrupt. I ts

formlessness is like the falling away of the putrefied flesh.
The art here is not merely lifeless, but it is rotten—not a

pleasant word to use, but the most appropriate.
Caprice: Plate 2 3, Aquellos Polbos.

- The first two
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words of a Spanish proverb, which means, From this dust
comes that mud.

”
The subject is a woman condemned by

the I nquisition, and clothed in the frightful and fantastic
costume which its victims had to w ear. I t is the nearest
approach to good etching by Goya that I remember. The

figure is simply and vigorously indicated, and there is nothing
unnatural or distorted in the attitude .

Capri“ : Plate 3o, Porgue escortderlo: f Why hide
them —An old man wants to hide his money-bags, and
his heirs are laughing at him, because they know that. how
ever closely he clutches them, his death will shortly place
them in other hands. Nothing can exceed the hideousness
and baseness of these figures ; and the curious thing is that
Goya evidently liked to contemplate such baseness.

Caprice: Plate 36,Mala N ad ia—Two wretched women
out in adark, windy night, their dresses blown about. There
is some poetry here, of a terrible kind, and the plate is

impressive. Goya’s system of aquatinting for light and

shade, though artistically farmore less complete than Turner’s
mezzotint, from the all but total absence of gradation, is here
sufficient for his purpose, and gives the necessary violence of

opposition to the white petticoats of the women, and the

necessary blackness to the night.
The etchings of Goya are in several different series

Tire Caprices, 80 plates ; TIre Disaster: of War, 80 plates
Bull-fig lzting , 33 plates ; Tlie Proverbs and Tlie Prisoners.

H e also etched a series of horses after Velasquez, and a

series of dwarfs after the same master, besides many original
separate plates. Many of these are now rare, and I have
only studied about two hundred of Goya’s etchings ; enough,
however, to convince me that, though he had certainly the
genius of a satirist, and plenty of imagination of the most
horrible kind, his etchings have little artistic value, and owe

their great fame to the fascination of their incomparable
horror, and a kind of philosophical reflection whose bitterness
suits our taste.



CHAPTE R IX.

j oNGKI ND.

N the first edition of this work I noticed Jongkind in a

chapter devoted chiefly to the minor Frenchmen, but
further study has decided me to give him a chapter to him
self, as it happens that the qualities he relies upon are still
most rare in the modern schools. The purpose of his art
as an etcher may be explained in a few words. All land
scape-painters make memoranda of impressions, which must
of necessity be done very rapidly if they are to be worth
anything, because the effects in nature change so fast that
they cannot be sketched at all by a slow hand . Jongkind
has so far trusted to the intell igence of the public (or of the
small cultivated public to which he addresses himself), as to
make memoranda of impressions directly upon copper, and
print them. This is the whole explanation of his work as

an etcher. But now comes the person living outside of art,
w ho, when he sees one of these etchings, feels first puzzled
and then ofl'

ended, and thinks that both artist and laudatory
critic must be making fun of him. Could not any child of
ten years old do as well ?” The true answer to this ques
tion (it is not an imaginary question) is, that, rude as this
sketching looks, and imperfect in many respects as it really
is, the qualities which belong to it are never attained in art

without the combination of talent approaching to genius,
and study of a very observant and earnest kind, quite beyond
any possible experience of infancy. The right way to esti

mate work of this nature is to look upon it as the artist
’

s
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H e gives as few lines as possible, never dissimulating them,

and never attempting any shade or gradation that would
require much craft of biting. Such biting as he does give
is quite simple and decided, about three bitings to each
plate—a good vigorous black (no mistake about that), a
middle tint, and a pale tint for distance. The shading is
generally open, but runs very close for contrast in some
passages, such as the black hull of a ship . H e is always
careful to economise labour in shading for fear of spoiling
the vivacity of his plate, which it is so very easy to do.

Thus the open sky with him is blank paper, and so is calm
water, only waves and reflections being indicated by lines.
H e sketches clouds in frank line, broad and bitten shallow.

H e resorts also sometimes to a kind of blotting, like that of
the ink in pen- sketching.

Tire town qf Maasslirzr, H olland—A skating scene on a

canal to the right, elevated above the level of a plain to the
left, and divided from it by an embankment. There is a
great windmill to the left, and the town with its churches is
in the distance. Plate dated 1 86 2 .

Readers who have studied Topffer will remember what
he says about the difference between identity and resem
blance. I f an artist draws a thing quite accurately, he gives,
not something resembling the form, but the actual form
itself as it strikes the retina. But it is possible to give a
resemblance of the form, very remote from identity, and yet
much more interesting to the spectators, interesting even
from the very contradiction between its demonstrable inac
curacy, and its curious look of truth. This may account for
the strange interest of the skating figures in this composi
tion. Are they men and women ? Certainly not

,
for men

and women so constructed could never walk—much less
could they skate. They are mere puppets, no more, yet
such lively puppets that they give us the notion of skating ,

far better than more elaborately drawn figures would do if
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their action had been less happily conveyed, whilst from the
system of execution used being exactly the same as that for
the surrounding landscape, they harmonise with it perfectly
I t is very interesting to notice with how little labon'

i' Jong
kind suggests a gradation. One is suggested (not realised)
in the water, and another in the cloud near the mill. The

spectator’s imagination immed iately supplies what is want
ing.

E n trance to tire Port qf H orgfleur. (Dated 1 86 —As
there are no clouds in this sky, the artist has wisely left it
perfectly blank, because white paper (or paper with the

slight tint left by the ink when the plate has not been
cleared with whitening) expresses the serenity of the pure
sky with a perfection that would be most probably lost if
any attempt were made to shade it, whilst the gradation in
the shading would probably be too imperfect to satisfy a

delicate taste. We are made at once to feel that the light
comes from the Spectator’s left by the shadows from the two
masts of the brig, which fall towards the right. The water
is expressed by a few widely- separated wave-marks. There
is a little very light tinting of transparent shade upon the
pier and distant houses. The steamer close to the pier
(apparen tly amere confusion of blotted black lines) is a very
clever representation of the ej ect of a steamer upon the eye

at that distance. There are two cutter- rigged boats to the

left in the middle distance, and a rowing-boat with four men
in it, over the signature. All these are remarkable for great
liveliness and motion, and, as in all j ongkind

’

s etchings, when
anything is moving at all we are made to see and feel that
it is moving.

View qf tire Railway Port at H onfleur. (Dated
—A singularly awkward subject to choose, with disagreeable
perspective lines of rail and quay edge, and a perfectly blank
space in the middle. I t is worth study only for its perfect
unity and truth of impression, for it gives youexactly the
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feeling of being at one of those uncomfortable railway ports
where youare generally liable to be run over by a wag on,

and to be tripped up by a rope in attempting to get out of
its way . The sky is cleverly treated with its few thin
diagonal clouds, and the calm water to the left is expressed
with a few wavy lines for prolonged reflection from boat and
vessels. I f the reader has the plate, by all means let him
observe the very summary execution of the little cock -boat
w ith its two inhabitants.
Sortie daport de H onfleur.

—To my feeling this
is the best of Jongkind’s plates. I t is composed of water
and sky , with shipping and boats, and there is a lighthouse
on the shore in the distance on the right hand, and a large
building to the left. The sky is cloudy, and darkens to the
right with powerful open shading, so energetic that it seems
as if done with sabre-strokes, but it is not deeply bitten.

The black hull and masts of the brig in the foreground to

the left are bitten very energetically, and are a very fine
example of powerful treatment of near material. The water
is translated by open lines indicating ripple, or a generally
calm surface and reflection, both being expressed with great
knowledge, though most laconically. There is some parti
cularly clever treatment of shallow broad lines about the
steamer to the right, and some masterly black blotting as in
a pen-sketch. As usual, there is much motion in the boats
that move under sail or oar, which enhances the tranquil

majesty of the stationary brig.
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M. de Gravesande ‘“ has published tw o portfolios of etch
ings, the first consisting of thirteen plates, including the
title, the second of ten plates. I n each collection there are
etchings which might have been omitted without loss, simple
studies from nature, without sufficient artistic significance to
afford a substantial reason for publication. I t is necessary
to draw the line somewhere, and I think it ought to be
drawn be tw een works which have composition, or w hat looks
like it ; that is some relation between their component parts,
and those in which there is no such relation. Simple studies
of objects are valuable to the artist, but may be kept for his
private use ?
L e lac d

'

Aatomic—Part of a lake with a flat shore.
Two windmills and some trees in the distance, pollard
willow, and rushes in the foreground, to the right. A sailing
boat on the water, and also a small boat in which a man is

scull ing . Long clouds slightly sketched in the sky, and a

few wild ducks.

The most noticeable thing here is the treatment of the
water, which is full of real knowledge, expressed with the

utmost simplicity of method. There is a broad band of

ripple in the distance, then a calmer interval which reflects

Carel N icolaas Storm van S
'Gravesande is aDutch gentleman, w ith the title

ofJonkeer, and a son of the Vice-President of the house of Representatives, who

is also amemberof the Council of State. H e studied for the bar, and took the

degree of Dcn tor of Law at the University of Leyden, but, having a strong taste

forart, quitted legal studies for the careerof a painter, to which he has remained

faithful since, for the occasional pursuit of etching can scarcely be considered an

infidelity to the Muse of Painting, howeverjealous she may be. As the subject of

thirnotice published his etchings at Brussels he translated his name into French

for the conven ience of the southern public, and called himulfCharlesde Gravesande.
‘

l‘ I t appears, too, as if in his second publication M. de Gravesande had

associated togetherplates too w idely different from each other in size, so that the

smaller ones are injured by toomuch margin, a matter w ell worth noticing, as it

happens to engage ourattention. I t is agreat mistake to suppose that a margin

cannot be too large. An unreasonably w ide space ofmargin makes an etching (or

draw ing) look insignificant instead of enhancing its importance.
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the windmill, orratherjust recognises it. The boat is sailing
on another space of ripple, and little waves come washing in
amongst the rushes. The group of trees in the distance is
treated comprehensively in masses, but the pollard willows
to the right seem coarsely drawn when you think of the

delicate beauty of a real willow.

An bard da Gein pr): Abconde.
—This is one of the most

perfect etchings produced by the modern schools, so perfect,
indeed, that if I were restricted to the possession of six

modern etchings this should be one of them. The material
is nothing but a river shore w ith a few trees and bushes,
and a windmill. The sky and water are both great tranquil
spaces of white paper, the one varied by four or five very
light streaks of cloud, and a few birds, the other by bits of
vegetation rising above the surface, and a ripple here and
there. I t is not at all an exaggeration to say that the
tender and delicate beauty of the shading on the w indmill
and distant foliage, and of the corresponding reflections in
the water, is equal in the quality of softness to the softest
work in a chalk or charcoal draw ing, whilst in the strong
deeply-bitten markings on the nearer shore and foreground
there are a vigour and decision which belong to etching
alone. This etching is indeed a perfect model for three
great qualities whose union is rare indeed. I t is both very
tender and very strong, and at the same time very re

served in the best and wisest way. The consequence is
the harmony of a complete impression, in which nothing is
insufficient and nothing excessive. The reserve is most
visible in the treatment of water and sky. An etcher has to
choose, for Open sky, between the tranquillity of blank paper
and the gradation to be obtained by shading. The gain by
shading is doubtful, because the gradation is likely to come
w rong ; the loss in any case is certain, because no shading
can ever have the purity and repose which in blank paper
come so near to the quality of sky . Therefore in an etch‘
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ing like this, the blank paper is far from being meaningless ;
it means the spotless, lineless texture of sky and water
which in nature is so pure.

L
’

E scant d Burg/i t, pr}: Anvers.
—A shore with a small

je tty and landing-stage, boats in the foreground, and a

steamer and sailing vessels in the distance. This plate is
beautifully composed (observe, for example, the utility of
the two oars), and the distant boats are skilfully introduced.

M. de Gravesande’s boats and boatmen are always full of
life, even when the man is a Speck on shore or the sail a
speck on the horizon ; and his study of waterdeserves praise
for thoroughness and temperance, for its true indication of

the perspective of rippling surfaces, and that delicate noting
of reflections which marks what is most faintly perceptible,
and rejects all arbitrary theories of what the water pheno
mena ought to be for a subtly intelligent observation of

what they are.

E n tree de forth—The entrance of a dense pine- forest
,

no sky visible nor any distance, as the eye can only pene
trate a few yards into the gloom amongst the trunks of the

pines. I n the foreground is a narrow and rough road going
into the forest.
This plate is almost entirely etched in strong

,
deeply

bitten markings, like Turner’s etched work. I t is one of the
most impressive sylvan subjects I ever met w ith, and at once
reminds us of Dante. Not only are the deep markings well
etched, but there are also most skilful shadings and salissures
of the copper betw een the lines.

L e Retour de la P ic/m—Women coming back from the

fishing on the sea-shore under a high cliff. They are j ust
descending a rude wooden stair set against a strong sea-wall,
w ith massive beams and planks.

This large plate is more in the direction of tone etching
than the artist’s earlierworks. The cliff is all in shade, and
so are the figures. The wood-work is powerfully etched
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CHAPTE R X I .

MODERN GERMAN S AND OTH ERS.

I T was not the original design of this book to mention any
art ists but those who etched their ow n compositions, for

when an etcher interprets a picture he ceases to act as a

creative artist, and becomes merely a translator. The

important position, however, which etching has assumed of

late years as one of the branches of engraving, will not per
mit me to pass in silence so accomplished an executant as
Unger, but since for the same reason it has become neces

sary to mention several other etchers from pictures, I have
preferred to group them together in a chapter towards the

end of the volume, in which their special branch of the art
is studied in a more connected way than it could have been
if the materials had been scattered throughout the book. I t

w ould be impossible, in such a chapter, to omit the works of
William Unger, and at the same time it would be very dif
ficult to do him justice when occupied with original etchers,
because an entirely peculiar kind of criticism has to be
applied to an etcher w ho interprets painters. There is
alw ays, in such a case, a great risk of confounding the

painter and etcher together, and of attributing to the latter
merits which are not his ow n, or shortcomings for which he
ought not to be held responsible. A critic will therefore do
wisely to keep the tw o classes of etchers apart, and the

same reasons may make the separation a convenience to the
reader also by removing some causes of perplexity.
Amongst original modern German etchers, the best of
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those known to me is Gauermann . H is etchings of animals
are often delicately accurate in detail, and in such a piece
of work as the drawing of a goat’s horn he will often prove
a rather surprising skill. I t would nave been no more than
justice to give him a separate chapter, or at least to study
one or two of his principal plates, and some readers may
think it strange that so hasty a sketcher as Jongkind should
be so honoured when Gauermann is passed with a simple
mention. Let me explain, therefore, that in my view of the
art, which will probably be found to be the correct one, no
accompl ishment in the representation of details, however
exquisitely they may be done, can atone for the absence
of that far higher kind of study which sees things in

their mutual relations as parts of an artistic whole. Accur
acy in separate detail may be reached with painstaking, by
workmen of the most ordinary intelligence. Open any

French book of science or travel, illustrated carefully by
the best wood - engravers of the day, and you will find
details of the most astonishing minuteness, often almost
rivalling those of the photograph ; indeed this very clever
handicraft has been carried to such a pitch of perfection of
late years, that it seems impossible for it to be carried
farther. Such study of detail in scientific or mechanical
illustration is precious for its utility, but in the fine arts

detail is never precious unless in absolute subordination to
some artistic scheme which embraces the whole work, and
even then the detail is worth having only just so far as it

helps the greater unity in its effect upon the mind. The

study of detail for itself is positively injurious to compre
hensiveness of sight. Examine a leaf on a tree, and whilst
your attention is occupied with the individual leaf, youwill
not see the branch as a whole, still less will yousee it in its
true relation to the background of hill or sky. The most
idle of all idle occupations is to spend time in “ finishing ”

things which will never take their proper place in the corn
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position. Until everything is in its right place it is no use

thinking about finish, and when the parts are in right rela
tions to each other, very little finish w ill be needed. The

enormous Kunstverein (German Art Union) etchings are

amongst the most curious examples of wasted labour in the
world. The hastiest scrawl of any artist who can truly see

half-a-dozen things at once is worth a lifetime of such mis
taken industry. Mere skill with the fingers and patience in
labour, w ithout selection, without comprehensiveness, with
out emphasis, without passion, are offensive in proportion to
their very success. The more a dull etcher practises the
art, and the more assiduously he trains himself in the sort of
base dexterity which dulness devises, the more hopeless does
his work become.
The full severity of these remarks is deserved by the

work of the true German Philistines, but there are some
Germans whom it would be unjust to write ‘

against quite so
energetically. Gauermann, above mentioned, is not dull,
but only rather too observant of truth in detail to see truth
in mass. The landscapes of Zimmermann and Wurthle are
not without some comprehensive energy, but still not suffi
ciently free and intuitive for great etching, and Morgenstern
(who punningly signs himself Morgen it) is somewhat bolder
than Zimmermann, but deficient in lightness and grace.
Eberle finishes cleverly in a pretty modern way, and Brenn
hauser is skilful to a degree which only makes one regret
the misapplication of his abilities.
I t has happened, since the first edition of th is book ap

peared, that many etchers in different countries have sent
proofs of their plates to me. I n this way I have enjoyed
opportunities for becoming better acquainted with the state
of the art in different parts of the world. The tradition of

the old Dutch etching lingered into our ow n century in the
person of an etcher named Trooftwyk, who died young, and
left a little series of plates behind him, which were founded
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deceptive relief. Figures are set in strong lamp- light against
black backgrounds till they stand out like models, and they
are shaded with a completeness that leaves nothing to the
imagination. There can be no question

,
however, as to the

manual and technical power with which the purpose is ac

complished ; sometimes, indeed, the technical power is so

striking, that a more refined artist m ight well envy the pos
session of it. I n Un Rimprovero a w ife is taking a

malicious pleasure in letting her husband know that she is

aware of some infidelity ; the woman’s face is for the most
part in strong shadow, and it would be difficult to find in

the greatest works of the greatest masters a more thorough
piece of work than the shading of that face, in which every
gradation is attended to, and every reflection, even to the
faintest. The different expressions of the two faces are as

life- like as they possibly can be, but all this technical and
other ability is employed to tickle the tastes of a very low
section of the vulgar continental public.
E tching is now practised in every country sufficiently

advanced in civilisation for any thorough culture of the fine
arts. Paris is the metropolis of etching, but of what is done
there this is not the place to speak. There is a good deal
of etching activity in places often too scattered for good
results. The position of an etcher, for example, in some
remote locality in America or Australia, is not favourable
to rapid progress, because he may be stopped by technical
difficulties in what French artists call Ia cuisine dc I

’

eauforte,
or he may not direct his studies from nature towards the

kind of skill and knowledge which is specially most useful
to an aquafortist. An isolated etcher, however, is better ofl'
than an isolated painter, because he can easily get examples
of good work which may be purchased cheaply when rarity
is not an object, whereas good pictures are always costly
things, and the isolated painter sees little but his ow n can

vases. Very curious instances of the efl
'

ects of isolation
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reach me from out-of- the-way places in different parts of

the world. For example, an American sent me a series of
large etchings of lake scenery in his own country, in which
all the trees were well drawn, some of them even remarkably
well drawn, with a strong sense of sylvan beauty, and much
evidence of observant study ; yet, at the same time, all the
other components of lake scenery, mountains, water, rocks,
and foreground vegetation, were done with exactly the

degree of knowledge which is common in the works of

school -girls. Now, if this etcher had not been so much
isolated, some artist- friend would have told him to direct his
studies more equally. O ther solitary students get into
difi culties with their chemicals, not being able to deal pro
perly with acid and copper. They complain, too, of their
distance from a competent printer who would test their
plates in various ways. Then they let themselves be influ

enced by friends who know nothing about the art, or about
any art, and so toil after false finish. The consequence is
that there is very little gvod etching done anywhere in the
world by students who are not in communication w ith Paris
and the leading etchers there.
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ms RRVI VAL OF E TCH I N G I N FRAN CE .

FO
R the last fifteen years the practice of etching has
gradually become a more and more important branch

of art istic work in France, and now the French school is not

only the most active in E urope, but it is so influential that
all other schools are d irectly afl'

ected by it . At first the
art was revived by a few isolated artists, including some of
the most distinguished painters, who etched a few plates for
their ow n satisfaction. I n this way E ugene Delacroix
etched a little, so did Meissonier, Daubigny etched more,
Charles Jacque gave still more attention to the art, and at
last a great number of painters pursued etching sufficiently
to attain a certain degree of skill. Then came Méryon, who
did not succeed as a painter, but gave himself entirely
to etching, and so expressed a rare and original genius.
Lalanne, too, a very clever artist in black-and-white, who
worked but little in colour, found etching much to his

taste, and produced many plates. Martial, a very accurate
draughtsman of streets and buildings, became a most pro
ductive etcher, and issued hundreds of careful studies on

copper, which proved his mastery of the process. Jules
Jacquemart, who had worked before in water-colour, took
to etching with the rest, and astonished every one by an
unexampled t ruth and delicacy in the rendering of still life,
so that his workswere at once appreciated by allwho valued
beautiful representations of beautiful things. I n this way
the impulse was given, and the art was alive again. Then
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a young and energetic publisher, M. Alfred Cadart, deter
mined to devote h imse lf to the publication of etchings, and
gathered round him the scattered artists and amateurs who
had revived the art. H e founded a club, called the Société
des Aquafortistes,” which published some fine things, and a
good many plates that tried to be fine but were not ; yet,
however defective may have been many of these attempts,
they were singularly free from the M rg eoir or Philistine
spirit, and addressed themselves to the appreciation or to the
indulgence of the genuine cri tic or artist, rarely to the tastes
of the vulgar. The Soa

'

étl issued a monthly publication of
five plates, which gave place later to a smaller periodical
issue, called E l ihu-

tration N ormal/e, in which a more equally
good quality was aimed at, and in some measure attained.

F inally, in 1 874 , M. Cadart began to issue an annual port
folio of much higher average quality than either of the

two monthly publications. During the twelve years which
elapsed from 1 86 2 , he had also published a great number
of independent collections of etchings by various artists,
many of which deserved the serious attention of the public.

Although M. Cadart was the only French publisher,
and, indeed, the only publisher in the world, who has made
etching his specialty

,
several others in Paris have included

it amongst other kinds of engraving which they brought
before the public. The most noteworthy instance of this
is its employment by M. H achette for his unprecedented
edition of the four Gospels, illustrated by Bida with 1 2 8

pictorial compositions, which were all etched by Bida him
se lf and fifteen other etchers. The enormous sum of money
lavished on the production of this work would never have
been risked twenty years ago on an enterprise w hich de
pended upon etching for its success. At that time a

publisher determined to invest fifty thousand pounds in a

monumental enterprise would have selected line- engraving
as a matter of course, and the intensity of the general
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d isseminating lithographs and engravings of various kinds,
many of which have been of a high character. I t has never
been exclusive with regard to the kind of engraving em
ployed, and it willingly admitted etchings of the most
artistic kind (such as those of Charles Jacque and Dau

bigny) at a time w hen they were by no means generally
popular. The editors appear to have consulted very differ
ent tastes, for some of the lithographs which they inserted
could w ith difliculty have been tolerated by any one capable
of appreciating the etchings, and they even gratified lady
subscribers with coloured plates of the fashions. What is
truly painful, how ever, is not so much to see common art

admitted into a periodical as to see great art systematically
excluded because it is not likely to please the multitude,
and the cred it which L ’

Artiste deserves is for not having
excluded work of a high kind, w hich always appeals to

a limited and cultivated public of its own . Along with
much that was coarse or meretricious in taste, this periodical
has issued some of the very best work, both in lithography
and etch ing, which has ever been produced in Europe ; and
if the revival of etching is traced to its sources it will be
evident that one of those sources is the manner in which
L

’

Artiste was ed ited, and the liberality with which it pro
vided for the tastes of a minority. I t not only encouraged
Daubigny and Charles Jacque at the commencement of
their careers, but it has since then encouraged other genuine
artists, such as Flameng, Veyrassat, Bracquemond, Soumy,

and Queyroy. The foundation of the Gazette, which
occurred much later (in was also a fortunate occur
rence for the development of etching. This period ical has
been favourable to etching, not only directly by the publica
tion of etched plates, but also indirectly, by keeping itself,
with admirable consistency, far above all condescension to
the bourgeois or Philistine spirit, both in its criticisms and

its illustrations, most especial ly perhaps in the courageous
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practice of pri nting the honest rough sketches of artists just
as they made them. There are hundreds of things in the

volumes of the Gazette which it is utterly impossible that
any Philistine should understand, and which must seem to

the bourg eois mind as ugly as they are incomprehensible
so, as the periodical addressed itself to the educated public
only, it could employ etching, and has done so with good
results. The effect of an encouragement given to a partien
lar branch of art is often felt afterwards in unexpected
directions. Trained by working for the Gazette, a group of

etchers found themselves able to undertake work of a like
quality beyond the limits of the periodical, and this led to

the habit of etching galleries of pictures, or selections from
them, a practice the limits of which it is impossible to

foresee.

The influence of one man is sometimes of the very great
est importance even in those movements w hich appear to
be the result of a tendency generally prevalent. Thus, in
the revival of etching, the engraver Leopold Flameng has

given a strong impulse to one branch of the art, that which
concerns itself with the interpretation of painting. H e was

born at Brussels, of French parents, in 1 83 1 . At the age
of sixteen he was a sufl

'

iciently good engraver to contribute
plates of his ow n to a publication on the galleries of

Florence. As his knowledge of art increased
,
so did his

feelings of rebellion against the kind of engraving which at
that time was considered the only legitimate kind. H e

could not endure the pursuit of mechanical regularity as an
aim in itself, and soon perceived that the greatest art ists of
the past had been superior to such an idle pre-occupation.

Such pen -sketches, for example, as the Mao
-
tyre de St. Laurent, fromapicture

by M. Lehoux, drawn by the author (published June 1 and the Lm r de Lane

0Em acmm
’

lle, fromapicture byM. Moullion, drawn by the author (published

August The boldnesswith which the Gasd te publishes things of this kind.

which are perfectly intelligible to artists, but sure to irritate the ignorant, proves

that the periodiell in questiuureliesupous very highly culfiveted puhlie.
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Nanteuil, Edelinck, Brevet,” says Flameng in a letter to
me, n

’

étaient pas esclaves de la taille militaire (ainsi
nommée parM. Charles Blane) des travaux bien alignés et

des llégants treillag e: (expression d
’

I ngres) ils ne recherch
aient que la perfection dudessin, la grace ct lasouplesse dans
l
’

éxécution .

"
Flameng perceived , too, that in the work of

the great time there had been a certain rapidity in produc
tion. A picture of importance was fin ished, and followed
very shortly by an engraving from it. Edelinck ne met

tait qu
’

un mois agraver un portrait admirable l Flameng
felt much discouraged by the condition of public taste in his
ow n time. Great engraving seemed to be killed outright
killed byWille and Bervie, who gratified the public taste for
mechanical regularity by an extreme purity of incision and
an excessive manual skill, which it became their chief pur
pose to display. These men,” says Flameng, “were not

artists, but ingenious artisans. To the misfortune of modern
art they transmitted their skill and their artistic ignorance.
and even at the present day they condemn their successors,
w ho follow the same path, to spend long years upon plates
w hich dazzle the eyes with a superficial brilliance beneath
which is nothing. I t is like the silk dress on a lay figure .
I n Flameng

’
s Opinion the commercial death of line

engraving was not due to photography, as has been sup
posed, but to the excessive striving after mechanical perfec
tion, which involved such a terrible sacrifice of time. Pub

lishers abandoned it because, after investing great sums of

money, they had to wait many years before the plate could
be ready for publication, so that the general interest in the

subject of it had often already evaporated. Flameng per

ceived that etching had not this inconven ience of slowness,
that an etched plate might be produced in a reasonable
time, and that the great etchers had not troubled themselves
about that mechanical regularity w hich is the bane of art.
H e therefore resolved to study etching especially, and see
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criticism,
for the one or two men in a generation whom pos

terity is l ikely to remember. The epithet is not misplaced
in this instance. Flameng is really one of those illustrious
men whose labours make epochs in the history of the fine
arts. H e is a thoroughly great engraver, an artist- engraver
of the highest rank. Even if isolated , he would have had a
place in the history of art ; much more then is he secure of
such a place through the tradition already established by his
pupils, such as Laguillermie, Massalofl

'

, and others. Though
but just in the noon of life, Flameng is already elzet

'

d
’

leole,

and chief of a school such as has not been seen since the
days of Rembrandt ; a school which interprets painting with
a sympathy, freedom, and power, which are not to be found
in the same degree in any other class of engravers. M. Leon

Gaucherel has a place too in the history of art, for the same
reason. My best works,

” he says with a beautiful modesty,
are my pupils.

”

Amongst them may be counted such
artists as Rajon, Le Rat, Courtry, Duclos, Lalauze.

The one thing which strikes us in this French revival of
etching is the sustained and extended energy of the move
ment. Although some E nglish newspaper-writers, even in
considerable journals, are only just now beginning to be

really aware that there is such an art as etching. and are

wondering and laughing at it as a strange half- intelligible
new th ing, like South Sea islanders when some puzzling
astronomical apparatus is landed upon their shores,! the

plain truth is that the French revival w as begun more than
twenty years ago, and has been gathering strength ever
since. And in saying this I am much within the truth ; for
if youtake as examples the careers of two living veterans,
Charles Jacque and Daubigny, youwill discover that their
earliest plates were produced before 1 840. The very first
plate by Jacque is dated ten years earlier, but that is a copy

See s quotstion frorn the fl sm newspsperln the chspterouthe Revival of
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after Rembrandt, a worthy beginning. Observe too that
since 1 840 Jacque has steadily continued, and that in 1 866

his auvre amounted already to 4 2 0 plates. Daubigny
began to etch in 1 838, and in 1 84 1 he exhibited several
etchings at the Salon. Méryon was at work on his series
of Parisian subjects in 1 8 50. Flameng exhibited in 1 8 5 5 .

These dates are quite suflicient to show that the movement
is not of yesterday, though the general public is only just
now beginning to be aware of it.
The great increase in the number of etchers dates from

1 860 or thereabouts. I t would be better for any fine art

that its practitioners should be few and able, if that were
possible, rather than numerous and for the most part unskil
ful. What really happens, how ever, in the history of the

fine arts is this —There are many mediocrities in a genera
tion, and a few men of true genius, so that it almost seems
as if, in the arrangements of nature, the crowd were necessary
in order that the men of genius might be produced. There
is a general state of sentiment amongst those who concern
themselves about art, which urges them in some especial
direction at a particular time ; and the men of genius either
lead the crowd, draw ing it after them , or else go with the
crowd at first, and afterwards rise out of the midst of it,
lifting themse lves, as it w ere, upon its shoulders. Charles
Jacque, Daubigny, and Flameng, were leaders, pioneers ;
Kajon, Le Rat, Laguillermie, followed a movement already
begun, but rose higher than most of those who followed it.
Few movements in art have been, on the whole, so

decidedly successful as this revival of etching in France. I t

will occupy a very important place in the art istic history of
the nineteenth century. The chiefs of the revival have not

only made etching quite truly a living art again, but they
have pursued a course of study so wisely chosen that it has
led them to an absolute executive equality with the very
greatest etchers of the past. The art is not merely alive
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again, but it is alive in perfect strength. N ever, indeed, in
the history of the fine arts have so many thoroughly aecom
plished etchers been gathered together w ithin the walls of a
single city as there are at this hour in Paris. We do not live
in some short after-glow, some partial return of splendour
passed away, but in the full bright light of the morning.

!

0 Shice this chapta was writtm, a new art periodia l has been started in Paris

oua scale more immrtant than either of its predecessors. The name of this new

magazine is L
’Art ; it is published weekly, and each number contains, in addition to

other illustrations, one etching regularly, with the occasional addition of another. The

principal living etchers are on the list of contributors, and their chief business is the

reproduction of pictures. The advantage of L
’Art over other periodicals is the great

size of its pages, which are in quartogrand colombier, a size measuring seventeen inches

by twelve. The first number contained a remarkably clever plate, by Rajon, from a

picture by Pieterde Hooge in the National Gallery ( the Courtyard of a Dutch House),
but it is quite impossible for any periodical to keep up to that level regularly ; there are

not enough first-rate etchers in the world to do the work. H owever, the proprietors of

L ’Art seem determined to enlist the best ability of the day, and if their venture succeeds,

as we may hope that it will, the art of etching from pictures will bs supported by three

periodicals in Paris. I t would be well, perhaps, if these pa iodicals gave rather more

encouragement, proportionally, to the independent art of etching, which has aims and

purposes of its own not unfrequently forgotten in the anxiety to in te pret , by great

labourand often with doubtful success, the tonesand texturesof painting. But if this I

shall havemore to say in anotherplace.
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claims to our consideration, and he is so strong on these
points that such accomplished moderns as H aden and

Samuel Palmer have a great reverence for his name. Add

to these qualities a certain freedom and spirit in his lines,
which served him well in near masses of foliage , and a

singularly perfect tonality in one or two remarkable plates,
and you have the grounds of his immortality as an etcher.
H e was great in this sense, but not great in range of intel
lectual perception, and his genius at the best is somewhat
feminine. H e has left a few unimportant and weak etchings,
but he has also left half- a- dozen masterpieces, w hich the
severest criticism must respect. One merit of his is not

common in his modern successors— the extreme modesty of
his style ; no etcher was ever less anx ious to produce an
impression of cleverness, and his only object seems to have
been the simple rendering of his ideas. H e sincere ly loved
beauty and grace, and tried innocently for these till his touch
became gentler than that of a child’s fingers, yet so accom
plished that the stubborn copper was caressed, as it were,
into a willing obedience .

L e Bonnier : second state (Dumesnil, i. 1 3, —A herds
man is seated near a pool of water which his cows are cross
ing. Beyond the pool is a magn ificent group of trees. To

the left of these trees are the remains of a temple, and , above
the herdsman, a distance with hills. For technical quality of
a certain delicate kind this is the finest landscape etching in
the world. I ts transparency and gradation have never been
surpassed. The most wonderful passages are in the great
masses of foliage ' which have been, as it were, tenderly
painted and glazed with the point. The composition is very
beautiful ; and, though the study of nature is less accurate
than in some modern work, there is a noble movement in
the trees which accurate draughtsmen often miss, and which
an etcher, of all artists, is bound to interpret and preserve.
Le Soleil coucIrant second state (Dumesnil, i. 19, 1
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A seaport at sunset. To the left, an arch of triumph in
shadow, and trees ; then a round tower, some battlements,
and a square tower ; after which two ships, and a distance
of hilly coast. To the right is another tower, near which is
the setting sun.

This etching is remarkable for the inexpressible tender
ness of its sky. When heretics and unbelievers say that
skies cannot be done in etching, it is always convenient to
answer them with a reference to this plate but the truth is
that although the sky is marvellously tender, and in this
respect undoubtedly the finest ever etched, the cloud- forms
are so simple and so little defined that Claude ’s success in
this instance has not solved more than one of the great
sky

-problems.

L e Tronpeauen Marc/re par un temps d
'

orag e (Dumesnil,
i. 2 2 , —Easily recognised by the massive fragment of a
ruined temple to the left. The temple hasCorinthian columns,
of which three only are visible. A flock of cattle and goats
is driven by a man and a dog in the direction of the temple.
I n the m iddle distance, to the right, is a rising ground with a
castle on it. Between the castle and the temple is a lake
with a village on its shore, and beyond the lake, in the

ex treme distance, are mountains. The reader isrecommended
to study more particularly the third state.
Claude seems to have had a sensitive and delicate nature,

more capable of enjoying the softly gradated sky of a fine

afternoon than the grandeur of gathering storm. The sky

here is curiously feeble and ineffectual, but the etching is
one of Claude’s best, and especially deserves to be studied
for the piece of ruined temple, which is etched more firmly
and substantially than any otherpiece ofarchitecture by him.

LaDanse w
’

llag eoise (Dumesnil, i. 2 8, —What follows
refers to the first state only. The subject is generally
exceedingly pale, and Claude has here made an experiment
in the direction of mezzotint, by slightly roughening the
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surface of his copper to obtain a tinted distance. The

foliage is exceedingly graceful, and, though the plate is

obviously an experiment, and an unsuccessful one, it is by
no means the least interesting of the series.
Seine de Brigands (Dumesnil, i. 1 6, 1 —There is a

mass of trees to the left, at the foot ofwhich are dock- leaves.

Towards the bottom of the trunk these trees are crossed by
a palm- tree, and under the palm- tree a man is attacked by
brigands. The distance is mountainous, and the middle
distance wooded. The point of interest here is the contrast
between the firmness and brilliancy of definition in the palm
leaves and other foreground foliage, and the tender quality
of work in the distance and sky.

Berg er et Bergére conversan t (Dumesnil, i. 2 5 , 2

Not so rich in tone as some other etchings of Claude, but
free and grand in manner. The trees to the right have a
stately grace, and there is an extreme elegance in the tree
that divides the composition. There are some rolling clouds,
and there is little repose in the unquiet lines of the fore

ground ; but the shepherd and shepherdess can have their
talk without paying much heed to so finely artistic a con

sideration.
La Danse sous les arbres second state (Dumesnil, i. 1 4,

- The central figure is a woman with short petticoat ;
above her a group of trees. To the left is a woman with
tambourine, and four villagers are seated on the trunk of a

fallen tree. Foliage enriches the subject to the right and
left, and between the trees we perceive openings of hilly
d istance. This plate is remarkable only for the manual

freedom in the foliage.
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a composition in itself, and this leads us to one of Callot ’s
most curious defects. H is larger subjects are not complete

compositions, but half-a- dozen minor compositions fastened
together in a sort of panorama. Any one of these, taken
by itself, looks more like a picture than the whole engraving
did, with its superabundance of ill-arranged material. I n

this respect Callot differed as w idely as possible from the
modern French school, which has understood that unity is
the first necessity of art, and has also perceived that a large
simplicity of subject is one of the easiest means by which
unity can be attained . Callot’s power of composition was
often very great in little groups and bits, if considered
separately ; for example, there is a group of horses taken to
bathe in the river j ust under the Tour de N esle, which is

grand enough to be a sketch for a noble picture ; the com

position of it is as fine as it can be, but utterly thrown away
in the midst of so distracting a plate, where there is so much
conflicting material. What really secured Callot’s fame was
the original and very life -like manner in which he treated his
figures. H e had endless inventions in putting his little
people into what seemed natural groups. They are often
defectively drawn, glaringly out of proportion, and interpreted
with the strongest mannerism,

but they act and live in the
great human comedy, and not even the most insignificant of
them are mere lay figures or dolls. As to their proportions,
the heads are generally too small, often ludicrously so.

Durer gave the head as an eighth of the body, and the

antique sculptors made it rather larger. Callot makes it

sometimes a n inth, and sometimes even a tenth. I n the

plate entitled,
Ces pauvres gueux pleins de bon sduEtures

Ne portent rien que des choses futures,

the player in the right-hand corner has so small a head in
proportion to his legs that the diameter of the calf is equal
to the whole distance from the chin to the top of the skull,
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which would be a monstrous deformity in the living human
being, if ever such a misproportion occurred. Callot’s execs
sive manner-ism is obvious. I ts chief peculiarity is the habit
of reducing everything as much as possible to a peculiar
kind of curve, rather like the curve of a goose quill and
feather. I f the readerwill look at Callot’s work with a view
to this curve he will be surprised by the frequency of its
occurrence. The chiaroscuro of his etchings and engravings
ought not to be criticised on the same principles as if it

were an attempt at complete chiaroscuro. I t is a simple
indication of the direction in which the light falls, no more.
The texture of Callot’s shaded surfaces is often not only
imperfect, but positively offensive, especially when he made
trellis-work with the burin, a plague to the eyes. H e was

one of the very worst draughtsmen of landscape who ever
lived ; his trees are mere sausages, with tufts of grass for
leaves but he drew buildingswith a sense of the picturesque
in architecture very rare in his ow n age, so that his records
of them are interesting in the highest degree, and we only
regret that they should be so few .

Boissieuis much more dangerous than Callot, on account
of his uncommon skill in the very things that a young etcher
is anxious to acquire. H e could lay his tones with as near
an approach to absolute certainty as any etcher need hope
for ; and, in short, he was such a clever fellow that he could
do with his hands whatsoever his mind imagined. But all

this cleverness, though maintained by inexhaustible patience
and untiring industry, led only to delicate renderings of

distant tones, and a vulgarly deceptive imitation of nearer
objects. Boissieucould etch a tub till it looked as if it had
been photographed ; and he could etch a distant hill till it
looked as soft and grey as a hill in an old picture ; but both
tub and distance were always irremediably uninteresting as

fine art. Boissieu was an ex traordinary master of vulgar
imitation, in which no etcher ever surpassed him ; and he
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proved at least this, that there ex ists in etching a fund of

imitative resource which may be drawn upon to an extent
little dreamed of by people whose one idea about art is, that
it is the imitative copyism of objects, and who hate etching
because it is too interpretative for their taste. We shall
come later to an imitator of a far higher order, Jules Jacque
mart but even Boissieu had settled the question as to

whether etching, in skilled hands, could or could not imitate
things accurately.

CALLO
‘

I
‘

. La Tour de N esle—The Tour de N esle is to
the right, near the middle of the composition. Beyond it
are the towers of Notre-Dame in the distance, the Pont N euf,
and several church steeples, besides blocks of houses. The

foreground is animated by a variety of figures, some in boats,
some on horseback, others on foot.
The distant view of Paris is beautiful, and the various

distances are carefully preserved. There is some bad per
spective, as in the tower itself, where the rings of masonry
are wrong. A set of circles, seen in perspective, the circles
being at various elevations above the spectator, offers just
one of those little perspective problems which puzzle an
art ist who is not quite sure of himself. The figures have the
usual intense vivacity of Callot’s men and women—they are
all alive and doing something th is is a power akin to that
of Cruikshank, who, by a similar energy in movement, has
given life to figures so small that the faces are hardly visible.
I t is a sort of pantomime that fills this foreground from side
to side every group is amusing, and a child might pass half
an -hour in inventing histories of the actors.

I need not expatiate on the great historical and topo
graphical interest of this etching ; its value, as a record of

Paris in Callot’s time, is almost inestimable.
The L ouvre—Another view of the Seine, but this time

looking down the stream, with the Tour de N esle to the left.
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(T0 he placed Opposite page

SCEN E m OLD PARIS, N EAR TH E TOUR DE N ESL E ,

by Callot.

This Is a very small portion of the large plate Wt l'l was published in th e first

ition of this w ork. I n the original the burin mav have been a good deal use d.

the copy ll has not be e n used.

BIT INGS .

heated to 90
° Fahrenheit.

Distance and lightest touches on foreground

Middle d istance

Darker parts ofmiddle distance

Foreground

First proof taken.

Plate not re touched.

I n prin ting, 1t plate bu been first w ell w iped w ith canvas, and then

lightly rctroussée m t he foreground and the house to the right, but the

retroussag : is strictly limi ted to these port ions.
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seen from the other side. The water is crowded w ith high
sterned galleys, with masts and many cars. The sails are

furled, the long pennons are powdered with fleurs de lis. I t

seems to be a royal procession by water ; the quays are

crowded with figures.
This is a good instance of the way Callot used to spoil

his etchings, by employing engraver’s methods of work. I n

the buildings to the left, the shading, which was at first per
pendicular, has been ruined by a set of unmean ing diagonal
lines, which produce a very unpleasant reticulation . There
is a mechanical rigidity in the building which is contrary to

the freedom of etching. The indications of cloud are weak
and engraver- like they have nothing of the quality of

liberal and noble art. The group of buildings just behind
the Tour de N esle is in the highest degree picturesque
that is, we see that the buildings themselves must have been
picturesque ; but if they had only been reserved for Méryon,
how much they would have gained in the delineation !

BO I SSI EU. Vue dapont et dut eaude Sainte Colombe, en

Dauphrne
'

.
—A battlemented and turreted castle to the right

,

with a mountain behind it. Under the castle are a mill and
landing- stages then a riverwith a bridge, and to the left of
the bridge a massive tree to the left of the tree a ruin

,
with

arch beneath. I n the foreground a landing- place, projecting
from a stone pier to wooden supports, and near the landing
place a boat with large rudder, the boat containing barrels,
etc. There are several figures—two men sitting on tiller, man
and woman sitting on end of pier, woman and boy walking
w ith a dog, man fishing, man standing leaning on his stick.

There is a considerable artistic craft. The distances are
kept well, relatively. The foreground is vigorous, with '

a

tendency to old- fashioned trifling here and there. The

reflection of the boat is careful, the work on the boat
tending to e laborateness, firm and good in light, bet in
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shadow needlessly black. The form of the mountain, as in
all art of that time, is wanting in firmness and knowledge.
E ntre‘e da villag e dc Lan tz

'

lly .
—A pale delicate sky with

some indication of cloud , a building to the right, with a

square mass like a tower roofed in the low pyramid form, so

often seen in southern countries. There is a staircase with
a low gable. There is a large tree to the left, with the trunk
partially denuded. The manual delicacy of the work in the
sky is very admirable, but the imitative rendering of the
tree- trunk is puerile, though skilful in a h igh degree. On

the whole, this is one of Boissieu
'

s best etchings.

L es Tonneliers (the large print).— Scene, the interior of

awine—ce llar. Personae, fourmen name ly, a cooperstriking
circles with his hammer, tw o cellar-men carrying wine in a

tub suspended on poles, a third standing and looking at the
spectator, holding a pitcher on a barrel.
This etching is mentioned for the marvellous imitative

finish in the barrel to the left—not to recommend it for
imitation, but as a curious example of what may be aecom
plished in etching, in that direction, by an artist more skilful
than intelligent.

Vue du Passag e da Garillano, en I talie. A pale sky,

with a few clouds, chiefly to the right. A mountain, a city
on a hill in the middle distance, an aqueduct to the right.
A riverwith a ferry-boat ; in the boat a carriage and pair, a
man on horseback, and several other people. I n the fore
ground, to the left, a horse going to drink at a trough, a
man with him, another man , a woman, two children, and a

dog. I n the right- hand corner is a man on horseback,
galloping away.

This is a very perfect etching of its kind. The tone is
most successfully reached everywhere. Many nobler etchers
might be glad of this technical certainty in getting the tone
just pale enough and just dark enough. I t is a rare aecom
plishment, even amongst clevermen.
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the great art public has very little in common. An intelli

gent writer upon art said, not very long ago, that artists had
no occasion to complain of the public, because, if the matter
were inquired into, it would be found that every artist had
his ow n public. This is, no doubt, in a certain sense true
every writer and every artist is appreciated by somebody, if
only he has some sort of talent and accomplishment ; but
foran author or an etcher to live by his work he needs more
than this little group of friends. Three customers will keep
a painter from starving forayear, but no composerof printed
matter could live if he had only three readers. An etcher
is a composer of printed matter, and he needs a public
sufl‘iciently large to remunerate him adequately for his time,
—that is, at least two hundred regular buyers. Now , to

find two hundred regular buyers, he requires ten times that
number of students and admirers ; and it is not always easy
to excite the serious interest of two thousand people. A

public which is not extensive enough to enable its favourite
to live by his labour, is for all practical purposes not a

public at all ; and it is in vain to tell an author that he is
unreasonable to wish for more than a hundred readers, or an
etcher that he is foolishly anx ious for notoriety when he is
not satisfied with the approbation of the cultivated few . The

suffrage of the cultivated few is very desirable, and there is
more intellectual and artistic encouragement in the quiet
praise of ten competent persons than in the applause of

multitudes ; but the very love of art itself compels an artist
to wish for a public not only educated, but numerous ;
because, w ithout either a numerous public or independent
private fortune, he cannot continue to work. Méryon was

sorely tried by public and national indifference
,
and in a

moment of bitter discouragement he destroyed the most
magnificent series of his plates. When we think of the

scores of mediocre engravers of all kinds, who, without one
ray of imagination, live decently and contentedly by their
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trade, and then of this rare and sublime genius actually
ploughing deep burin lines across his inspired work, because
no man regarded it ; and w hen w e remember that this took
place in Paris, in our enlightened nineteenth century, it makes
us doubt whether, after all, we are much better than savages
or barbarians. Now that plates can be preserved by steel.
ing, the etchings of a man like Méryon would sell by tens
of thousands if the world knew their value ; but when such
work as this is set before the vulgar public, it is like casting
pearls before swine.
Méryon was born in Paris in 1 8 2 1 , the illegitimate son

of an English father. Much of the unusual delicacy of

perception which distinguished him as an artist, is attributed
by M. Burty to maternal influence. H e studied mathematics
w ith much industry and application, and entered in 1 837

the naval school of Brest. As a naval ofl‘icer he visited
many remote shores, sailing even round the world, and
always employing his leisure hours in sketching everything
of interest that came in his way. But, though Méryon loved
the sea, and had a fraternal affection for sailors, his health
was not robust enough for a life of that kind, and he was
obliged to abandon his profession. Being already an intelli
gent practical amateur, he endeavoured to become an artist ;
and, w ith the intention of adopting painting as a profession,
took lessons of M. Phellippes, a former pupil of David. As

a painter, Méryon did not succeed, probably from anxiety
to produce pictures w ithout the necessary technical education.
Whilst suffering from disappointment in this ambition, he
happened to meet with M. E ugene Bléry, w ho directed his
attention to etching. Méryon studied etching for several
months with M. Bléry, and employed this time fruitfully in
the analysis of plates by the elder masters, w hich he copied
as exercises. This preliminary study was followed by
excursions in Normandy and a visit to Bourges, apicturesque
old city not very far south of the Loire.



n o N ERVON .

Before undertaking the series of original etchings on

which his fame will rest, Méryon laboriously employed the
art in the translation of other men ’

s work, or in the execution
of more or less uncongenial commissions. What developed
Méryon was his passionate wish to preserve some adequate
memorial of that picturesque old city of Paris which has
disappeared before the constructive activity of H aussmann
and Louis Napoleon. I f old Paris had been likely to

remain a generation or two longer, it is possible that we
might scarcely have heard of Méryon, because half the
quality of his work is due to the intensity of his affection
for remains whose destruction he foresaw with the most
bitter regret, as a near and irremed iable misfortune which
he had no power to avert. But if an artist cannot save an
old building which he loves, he may at least secure a

memorial of it, a memorial better than the fidelity of the
photograph, because it expresses not only the beauty of the
thing itself, but the pathetic afl

'

ection of the one human soul
that cares for it. I t became, then, the Object of this artist
to make a series of etchings in which the old tourelles and

quaint streets of Paris should be preserved for future times,
and when he undertook this task he had already made him
se lf the most accomplished architectural etcher, not only of
this century, but of all centuries not only of France, but of
the world. The Opportunity for the exercise of Imperial
encouragement was exceptional and Splendid ; and if the

Government had known its duty, Méryon would have been
commissioned to do perfectly, and on a far more extensive
scale, what he did imperfectly in the face of absolute public
indifl

'

erence and the stern possibility of starvation.

80,
without encouragement of any kind, this great artist

pa
tiently laboured, etching with the strangest and most

novel union of sobriety of manner with depth of poetical
feeling. H e printed a few copies of his plates, and lefl:
them with different booksellers and dealers in engravings ;
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but the stream of life rolled past in its ceaseless flow , and

paid as much attention to these jewels as the waves of the
Mississippi give to some lost treasure on its banks. This
neg lect seems to have produced the first visible symptom of

a mental malady, which clouded, with vary ing degrees of

darkness, the remaining years of the unhappy artist’s life.
After living in the asylum at Charenton, where he continued
in some measure the practice of his art so long as physical
health remained, Méryon at length passed out of an ex ist
ence made wretched by poverty, sickness, insan ity, and by
the apathy of an age unworthy of him. Méryon became
subject to the hallucination that he was surrounded by
crafty and secret enemies, who were constantly plotting
against him.

As an etcher Méryon was remarkable for great cer

tainty of hand combined with ex traordinary caution. When
at work from nature he stood, and without support of any
kind, held both plate and mirror in one hand, laying the

lines with the other, and so steadily that the most skilful
etchers marvelled at his skill. No work ever done in the

world has been more absolutely honest, more free from
executive afi

'

ectation or pride of method. H e had great
subtlety and delicacy of observation, and a perception of

truth so clear, that it is strange how such bright insight
can have been compatible with any cloud or malady of

the m ind. H is work was sanity itself, by its perfect
and equal acceptance of various facts, by its patience and
steadiness in study, by its caution and moderation in

manner. Thus, as I pointed out some years ago, Méryon

was picturesque, but not narrowly and exclusively pictu
resque for when a pure line occurred in a modem or

Renaissance building, he gave it with marked attention to
its especial quality of purity. I t is, perhaps, to this very
capacity for appreciating purity that a certain peculiarity of
Méryon may be due, which has occasioned a doubt whether
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he ought to be considered a great etcher, in the strict sense,
or a great original engraver. H e did not sketch so much
or so freely as good etchers usually do, and there is a

severity in his manner not always compatible w ith the ease
of true etching. N evertheless, I class him amongst true
etchers on account of his frank use of the explanatory line,
which is the chief test ; added burin or dry

- point work does
not prove impotence with the etching- point, and is little
more than a sort of glaze.
Considered psychologically, the work of Méryon is highly

curious. I t is thoughtful, reflective, intensely personal, and
full of strange hints of a passionate fantasy, secret and sub

dued. This mental quality, far more than the manual
dexterity of the artist, is the secret of his inexhaustible
charm. H e is a sort of enigma for us, w hich we are always
trying to solve. Victor H ugo, with the clear eye of a poet,
saw at once this mental fascination, and saw that Méryon
needed to be strengthened by all possible encouragements
in his great struggle with the I nfin ite—the infinite of Paris,

the infinite of the sea. This was said in Victor H ugo’s
peculiar way—he can never write without some allusion to

the I nfinite or the ocean— but in this case the word was
not inapplicable. Méryon was evidently an artist of vast
and vague aspirations, though a dull critic might be pre
vented from seeing this by the unusual precision of his

manner. Beyond the actual bu ildings which he drew, there
are suggestions of long and lonely meditation on life and
nature, on time and space, and the bewildering abysses of
immensity.

Le S tage—At an angle of one of the towers of Notre
Dame there is a horned and winged demon who perpetually
contemplates Paris, his head resting on his hands, and his
elbows on a flat ledge of stone. H e looks down the Seine
towards the pavilions of the Tuileries, and his stony eyes
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destroys the impression of atmosphere though at a consider
able distance, it is as dark as the nearest raven s wing, which
cannot relieve itself against it. This may have been done
in order to obtain a certain arrangement of black and white
patches, but it seems unfortunate, and is certainly untrue.
The towerof St - Jacques is, however, very right and beautiful,
and so is the curious distance over the roofs.

L a Pomp: N otre-Dame.
— I f the reader will refer to

Turner’s Rivers of France, he will find a subject called the
H otel de Ville and Pont d ’

Arcole,
"
in which the picturesque

object that engaged Turner’s atten tion and induced him to

make the drawing is evidently a curious building in the
middle of the river, and in the centre of the composition.
This building consists of a tower and two wings, and it is

entirely supported on a substructure of wooden scaffolding.
This is the pump which has furnished a subject for Méryon .

H is remarkable precision of hand, and his usually wise
moderation in light and shade, have never been better
exemplified. Take, for example, the exquisitely gentle
curvature in the three main lines of the tower, and the entire
absence of exaggerated blackness throughout the whole plate .

Many of the wall surfaces are in the shade, but it is shade
illuminated by reflection. The intricate arrangement of the
massive carpentry is expressed w ith evident enjoyment and
a strong sense of construction.

L
’

Abride de N ata -Dame dc Pari s—The tonality here is
somewhat less accurate than in the plate just criticised, but
the questionable passages are chiefly in the bridge and

houses ; and the cathedral is a wonderful piece of work.
There are, no doubt, many living engravers who could get
quite safely through pieces of arch itecture not less elaborate,
and many photographs have been taken from this very
position, which, as copies of the building, are much more
mechanically perfect. The value of work of this kind is due
to an exquisite artistic sensitiveness, which has presented
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the subject to us in such a way as to give it poetical
interest.
T” f ella, me de la Tixeranderie, demolz

'

e m I 8 5 l—The
general readermay feel interested in this plate on account
of its subject, which is one of those picturesque corner- turrets
that the Scottish architects borrowed from the French, and
which give so much character to many an old tower north
of the Tweed. This was one of the finest examples which
had escaped destruction down to the m iddle of the pres ent
century, and its demolition coincided with the erection of the
first Crystal Palace in H yde Park. From the artistic point
of view this tourelle was worth considerably more than Sir
Joseph Paxton’s enormous shed, but its disappearance was
not thought an event of much importance, except by a few
eccentric people, like Méryon, who do not always estimate
things by a tariff of material values. Readers who intend
to etch may find here much profitable study in the explana
tory use of lines which constantly follow either the perspec
tive of surfaces or the direction of shadows ; and the plate
has the additional advantage of showing, in a marked degree,
how moderate and refined is Méryon

’

s understanding of the
picturesque. The stately turret and the free foliage of the
vine about its base would have had charms for any sketcher,
but Méryon alone could have seen the full artistic available
ness of the modern chimneys and roof, and the contrasting
value of the ugly modern house to the left. The explanatory
use of line has, in one point, been carried a little too far.
There is an attempt to render the appearance of wood, by a
somew hat puerile imitation of its grain. I t may be observed
also that Méryon

’

s readiness to accept unpicturesque material
hasmade him a little too tolerant, when he gives us the

bit ofwall in the foreground forming an acute-angled triangle
of the most painfully mechanical sort.
LaRue de: Todes, Burg ess

—I t is not easy to procure
the etchings of Méryon, which, for the most part, are out of



print, the plates having been destroyed ; but the Rue des

Toiles was given by the etcher to a friend of his, and I

hired the c0pper for the F ine Art: Quarterly Review , in which
it appeared in January 1 864 . The subject is a picturesque
medie val street ; and though the etching is not so good as

those mentioned above— for it has been over-bitten, and
there is some confusion in the tonality— it gives, nevertheless,
an ideaof Méryon

’

s qualities as amed ie valist. Victor H ugo
is known to be one of his warmest admirers, and these quaint
details have much in common with H ugo’s picturesque
descriptions.
L e Pon t N euf—Early proofs of the latest state in which

all the dry
- point work is given, show Méryon quite at his

best. The Pont N euf is the most picturesque of existing
Parisian bridges and however superfluous its projecting
turrets may have seemed to the utilitarian mind, they were
always delightful to artists. This plate has been engraved
for no other purpose than to show two of these turrets to

the very best possible advantage ; they are in full sunshine,
whilst all the rest of the plate is either in subdued middle
tint or sombre depths of shade. From the impenetrable
gloom under the massive arches to the aerial delicacy of the
distant street, there is the widest range of executive resource ;
but whatever has been done either in massive arch, or flow
ing water, or many- storeyed houses, or clouded space of sky,
has been done always in honour of these two turrets on the

bridge. Even the third turret, that nearest us, has been
sacrificed to them and cast into intentional shade ; and
when Méryon comes to the rounding of the far-projecting
cornice, where the gleam of sunshine falls, he follows every
reflection with an indescribable pleasure and care. The

wonder is that the delighted hand could work so firmly here,
that it did not tremble with the eagerness of its emotion and
fail at the very instant of fruition.
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The defect of too much system may be due in this
instance, as it certainly was in that of H arding, to the habit
of giving lessons. Few artists who give lessons escape from
the temptation to invent and apply a definite method to

everything, because such definite methods are the secret of
apparent rapidity in teaching. I f a great artist tried to

make an amateur-pupil follow him in his searchings for nu

attempted expressions of unknown thoughts, if he himself
became the hierophant of an unapprehended inspiration,”

as Shelley said that poets are—and he included painters
amongst poets— then the only consequence would be that
the pupil would be left behind, alone in the pathless wilder
ness. A teacherwho honestly tries to make his pupils learn
someth ing, endeavours to simplify art for them that is, he
eliminates the vagaries of special research, and makes art as
systematic as possible. I n doing this he runs infin ite risk
of spoiling his ow n art, by abandoning all that he finds to

be unteachable in other words, all that is rarest and best.
Rue ales Marmousets (Vieux Paris). —A capital bit of

street- sketching. I n this street dwelt of old a pastry-cook,
who, with the help of his neighbour the barber, murdered a

man in the pastry-cook’s house and made pies of him,
which

were highly appreciated by the public. C
’est dc tems

immémorial que la bruit a couru qu’il y avait en la cité de
Paris, rue des Marmousets, nu patissier meurtrier, lequel
ayant occis en sa maison nu homme, aydé acc par un sien
voisin barbier, faignant raser la barbe : de la chair d’icelui
faisait des pastez qui se trouvoient meilleurs que les aultres,
d
’

autant que la chair de l’homme est plus delicate, a cause
de la nourriture, que celle des aultres animaux.

"
I n M.

Lalanne
’

s etching the lines of the old houses, curving slightly
and leaning back from the street, are followed with much
interest and enjoyment, and every accident in wall orwindow
is made the most of.
A Bordeaux.

—A view of the city of Bordeaux,
which has
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the honour of claiming Lalanne as one of its distinguished
citizens. One of the least interesting of his plates. No

doubt the cathedral spire and lofty tower with the scaffold
ing set up all round it are indicated with rare delicacy ; . no

doubt the line of houses along the quay is suggestive of

much wealth and large population and the long bridge and
the shipping are cleverly put in and the boat in the fore
ground serves, with its black mass, as a vigorous repourroir.

N everthe less, the plate is dull, and its dulness is to be attri
buted, I imagine, to the impervious blocking-up of the view
by that too long and regular line of houses that stretches
entirely across it.
Demolition pour le percemen t da Boulevard S t. Germain.

—Though the conventional black shadow crosses the fore
ground, there is great delicacy and truth in the tall tower
like scafl'olding, the houses in the middle distance, and the
beautiful dome of the Pantheon, visible beyond, like a
mountain- crest pale and del icately outlined, seen beyond a

middle distance of rugged cliffs and a foreground of scattered
boulders.

Demolitionpour le percemen t de la Rue des Emma—The
foreground is dark again under the conventional black
shadow, but a glancing side- l ight illuminates an irregular
block of houses, bringing their picturesque projections' into
strong relief. To the left is a delicate, light spire, probably
that of the Sainte-Chapelle, seen through haze, and executed
like the cathedral of Bordeaux in the plate criticised above.
This spire, and the distant bit of street under it, are full of
mystery, and by their extreme delicacy of tint give great
force to the intentionally rude work in the foreground. I t

is a fixed principle with Lalanne to draw near objects with
heavy and open lines, and distant ones with light and close
lines, keeping a regular gradation between the two of gradu
ally increasing refinement, as the needle passes from the

foreground. L ike all good etchers, he is very particular in
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making his lines explanatory the direction of the shading
in this foreground, always various, always carefully thought
out, is an excellent instance.

Vue prise duPon t S t.-M ickel.—One of the most charm
ing scenes which the improvements in Paris have opened out

to us, and the most beautiful etching hitherto published by
the French Club. The majestic domes of the new Louvre
rise in their strange, accidental, unaccountable way above
the long line of the great palaces of royalty and art ; the

Pont N euf is j ust under them, all in shadow except its
picturesque projections that catch the sunshine, and its grace
ful curve to the right, where it joins the brilliant quay. Soft

reflections from the noble bridge fall undisturbed amongst
the resting barges and groups of trees whose artistic value
the Parisian edile knows so well, stand by the noble river,
having no more fearof the axe than if they sunned themselves
on the loneliest shore of all her hundred leagues.
Aux E avirons de Paris—The foliage is very graceful

and elegant, but the excessive love of waved lines in spray
drawing has led to some want of woody quality. I t is the

garden of one of those delightful habitations where the
dainty taste of the Parisian architect has exercised itself in
the free country, and where a rich man w ho is aesthetic
enough to know the value of a beautiful dwelling may enjoy
the possession of it in peace.
A N em

'

lly , Seine—Notable for the same elegance as the
preceding subject . The water is not sufficiently studied, but
the foliage is beautiful.
Paris. Vue prise da Pon t de la Concorde—The largest

etching by the artist, but by no means the best. The

indication of distances is true as to tone, but neither the
water nor the foliage is sufficiently studied. The water is
not level, and there is an abuse of straight lines in the shading
of the foliage. The plate is an attempt to introduce etching
as a decoration forwalls ; this etching is intended for framing.
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that, since it is published, not as a work of art, but as an

illustration of method, nobody will pay any attention to it.
A Fribourg , Salem—A portion of this etching is given

here, and the reader will be able to gather from it all the

essential peculiarities of Lalanne
’

s method from the fore
ground to the distance. H e will also at once recognise the
ease and certainty of Lalanne’s execution, qualifies of the

greatest importance in this Open and frank kind of etching.



PLAT E IX .

FRI BOURG, SW ITZERLAND, by MAXI t
'

H i LALANNE .

A port ion of the orig inal plate .



PLATE I X .

(To be placed opposite page t82 .)

Famouuo, SWI TZERLAND,
by Max ime Lalann e

follow i ng table of bitings is conjectural, as an accurate register was

kept at the time. I t w ill be found
,
how ever, very nearly accurate, havmg been

ascertained by experimen t on another copper.

BIT INGS.

N itric acid and w ater in equal quan tities. Minutes.
Bath (not artificially heated) 65

°

Fahrenhe i t.

Extreme distance

Distan t tow ers, etc.

Street and distance to right

Trees, foun tain , and cen tral house, w ith small kiosk, also upper

buildings to left

Deepest lines in foreground

This plate has probably not been retouched. I t w as done from nature,

and is a perfect example of Lalanne
’

s manner in orig inal sketching .

The n itric acid used is at forty degrees, w hich means that w hen the pere

aade is set to float in the pure sad, the surface of the liquid w ill comcide

w ith the fortie th degree on the reg ister. This gives the degree of density of

the acid.
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stones and metals till Jules Jacquemart taught me. The
“ Joyaux ”

of the Louvre were familiar to me, but a veil
hung between me and their true splendour ; and it was only
when Jacquemart had etched them one by one that I learned
to know them truly. An egg of crystal belonged to a

fortune- telling gipsy ; her eyes could see magic figures in its
watery clearness which revealed to her the hidden mysteries
of fate ; often have others looked in to it, but alwayswithout
apprehending the secret things of destiny. So we have our
precious gems and vases, and we never know their inner
wonder and sign ificance till there comes a genius like
Jacquemart, when suddenly the scales fall from our eyes, and
for the first time in our lives w e see I So true is this that
the study of Jacquemart’s etchings has defin itely increased
my enjoyment of common objects, such as plate and crystal
on a d inner- table, and the veinings of marble, and the trans
patencies of jewels ; I apprehend subtle lustres and reflec

tions in these things which were once imperceptible to me,
and I know that the d ifference is due to the etchings of Jules
Jacquemart—I know this as positively as a man who has

been successfully operated for cataract knows to what surgeon
he owes the recovery of his sight.
Jacquemart has etched some landscapes and view s of

cities which show no sign of remarkable artistic powers. H e

has also published a work on book-binding, giving soft
ground etchings of many old designs, all executed in the

prosiest possible way, and as unlike what he does now as the

ugly duckling to the swan. H is portraits are sometimes
clever, and his compositions of flowers still more so, but it is
conceivable that another man might attain the degree of

skill shown in these etchings. When Jacquemart illustrated
porcelain forawork of his father, H istoire de laPorcelaine,’

he began to be inimitable and when he was commissioned
by M. Barbier de Jouy to illustrate the jewels of the Louvre,
he stood at last on his own ground, master of his subject,
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master of his means, safe from all human rivalry, a prince in
a little fairy princedom of his ow n, full of enchanted treasures,
full of gold and opal and pearls, of porphyry and sardonyx
and agate, of jasperand lapis lazuli, all in the deepest and
truest sense his ow n ; for what rich man ever so truly
possessed these thingal

H istoire de la Poroelaz
'

ne (plate —The etching repro

sents a Chinese dinner-plate and two cups. Jacquemart
’

s

principle of imitation has evidently been to give the greatest
importance to local colour, and to admit only just so much
efl

'

ect as may be necessary to indicate the form of the object.
There is efi

'

ect, however, though often infinitely subtle, in
every etching in the work ; one side of an object is always
more strongly lighted than the other side, and the light in
its passage reveals, by hints of inefi

'

able delicacy, the pro
jections and hollows of the porcelain . The relation of local
colour to chiaroscuro is here strictly that aimed at by Paul
Veronese, and is precisely the one best fitted for the repre

scutation of painted ware. There are two personages ; a
lady in her garden, and her lover scaling the wall ; both have
black hair, which, in each case, occurs on a part of the plate
which is in full light, but Jacquemart takes no notice of this.
and makes the hair as black as he possibly can . This is
justifiable because both heads are surrounded by perfectly
white porcelain, which by contrast would make the hairstrike
us as two patches of absolute black, even in full light.
H istoire de la Porrelaine (plates 1 4 and —Especially

marvellous for the imitation of texture and surfaces. I f the

readerwill observe the way in which Jacquemart has imitated
the oraquell and the roufl é in the two vases of plate 14 , and

the lower part of the tea-

pot in plate 1 5 , and then study the
rich colouring of the upper part of the same tea-

pot, he w ill
agree w ith me that when etchers fail to render texture, it is
either because they disdain it, or because they have not
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mastered the art, and not from any defect inherent in the

nature of the process.
Hui:Etudes et Composition: de Fleurr.

—I t is not necessary
to ofl

'

er special criticism of any of these compositions, but I
may direct attention to qualities which are common to all of
them. The true nature of the petals of a flow er has never,
to my knowledge, been so well expressed in art. The petal
of a flower, considered simply as tissue, is qu ite unlike any
thing w e are accustomed to manufacture. I t is never of the
same th ickness throughout, it is never precisely of the same
shade, it bulges and curls, and softly droops and falls till its
surfaces are presented to the light in a thousand unimaginable
ways. Alone amongst draughtsmen, Jacquemart has fully
comprehended this and as his hand, better than any

other human hand, has rendered the hardness of porphyry
and the inflexible fragility of porcelain, so also it has most
truly interpreted the tender shades and complex delicate
lines on which depend the untid iness of the poppy, and the
beauty of the rose.
Gemme: et yoyaux de la Couronne Plate 2 , Vase antique

de Sara’oiue.
- There is nothing in the form of this vase to

merit the labour of Jacquemart, for it resembles a common
pitcher ; but as the material was dark and very highly
polished, the whole object is covered w ith various reflections,
which are imitated with a degree of force and audacity ex

tremely rare amongst copyists of such things as this. Jac

quemart had a studio in the Louvre, and there the precious
vases were brought to him ; they stood upon his table till he
had done with them, and the table was near to a window.

Thiswindow is reflected over and over again on the polished
surface of the stone, and the reader may observe how much
of the brilliancy of the etching depends upon the contrast
between the white sky in the window- panes and the black
shades where they are not reflected. H e may also perceive
the utility of the straight lines of the window - frames, which
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Gemmes et f oyaux Plate 2 3 Drageoir de Cristal de

Rome—H ere is the same perspective difficulty in the draw
ing of the rim, in still greater complexity. There is a fine

flow in the lines, in the raised centre of the cup, like the
lines that the reins take when a man drives many horses
abreast. After etching a bright transparent thing like this,
with such bea utiful and elaborate curves, Jacquemart could
etch a wave, if only it would stay for him ; but the condition
of consummate imitative work is always that the subject
must stay to be studied .

Gemmes et 3'a Plate 2 8, Salie
‘

re de Lapis Lan di

There is so much local colour here that w hen once we have
been told the material, we see it as if it had been painted,
w ith all its depths of azure, and glittering faults of pyrites.

The methods ofwork adopted here are entirely different from
those used in the preceding subject, for Jacquemart is so

versatile, and adapts his art so readily to the imitation of

various materials, that every new kind of matter exacts from
him the invention of new arrangements of line
Gemmes et Emma '

s Plate 30, Coupe de yaspe oriental

There is a little group at one end of this cup, N eptune and

Amphitrite, which may be taken as a more than commonly
severe test of Jacquemart

’

s power of drawing. I t is very
beautiful ; even the hands, notwithstanding their minuteness,
are given with perfect accuracy. Observe the lightness of

the pale golden trident, and its contrast w ith the rich dark
of the jasper.“

I n this portion of the work l adhere tomy first phn of deserlbing origiml

etchings only, but the resder will find in the present edition asection on etehing



CHAPT E R VII.

CHARLE S CQ (IE .

R
EADERS whowish to know more about Charles Jacque
and his labours than I have space for here, are

recommended to procure M. Guifl
'

rey
’

s Catalogue ofJacque’s
etchings,” which was published in 1 866 by Mdlle. Lemaire,
I 10 Boulevard de Magenta, Paris.

Charles Jacque was born in Paris in 1 8 1 3. At the age
of seventeen he was placed with a geographical engraver,
but did not like the work, and enlisted as a sold ier. H is

military career lasted seven years, during w hich he was

present at the siege of An twerp. After his return to the

life
.
of a civilian, Jacque spent two years in E ngland, where

he worked as a draughtsman on wood ; and these seem
to have been his only absences from France. H e had

relations in Burgundy, and during his visits to these relations
he found the material for many of his best etchings.
Burgundy is a very good country for an etcher ; the rustic
life is more than usually picturesque, and there are plenty of
old buildings and bits of good landscape. The true French
picturesque is seldom seen in greater perfection than in

Burgundy ; it ex ists there in the most profuse abundance,
but in odd places where no one but an artist would know
how to discover it. Jacque had the right instinct formaterial
of this kind, and made good use of it, as many an etching
of his still testifies. H is farmyards and scenes of rustic life
are most of them reminiscences of this region, and to me

who have lived in Burgundy for years—they have a familiar
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air, a look of home, which proves that they render not only
the details of local truth, but the spirit of the land.
Charles Jacque is a painter, and a constant contributor

to the Salon . I dislike his paintings for their false and un
pleasant colour, but he knows sheep and poultry well, and
is a master of rustic life. H is skill in drawing poultry may
be .partly accounted for by the fact that he is himse lf a dis
tinguished fancier and breeder.
O f his quality as an etcher it is not easy to speak briefly.

Some of ' his works are manly, others efl
'

eminate some are
imitative, others in a high degree interpretative ; some are

rapid and intuitive, others slow and painfully laborious.

The total result is that he will certainly be remembered as

one of the master etchers of our time. H e has etched
more than four hundred plates, and out of these hundreds a
selection might be made w hich, in its way, would bear a

comparison with much of the most famous work of past
centuries.

Charles Jacque can work, when in the humour, in as

genuine a way as any master whatever, but he is subject to
a hankering after dainties in execution, which are not whole
some, artistic pastry and sweets, which a masculine appc
tite ought not to desire. H e draws very admirably when
the subject of his drawing is one that he has a great
afl

'

ection for; I have noticed, for instance, that in his farm
yards the utensils are drawn with a degree of truth and pre
cision very unusual in art, and no man ever drew poultry
better. H e does not really draw trees, however, though he
conveys the sentiment of landscape. H is deep and sincere
love of simple country- life gives a great charm to many of
his etchings, and is entirely conveyed to the spectator. A

sentiment of this kind escapes analysis, but communicates
itself in a wonderful inefl

'

able w ay. No artist ever had the

sentiment of rusticity in a purer form than Jacque. This is
quite a difl'

erent feeling from the great passion for landscape,
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than the grass in the foreground, which is represented by a
few Open and careless strokes.

Uue Ferme (Guifl
'

rey, I
—The farm has two gables

and a thatched roof beyond. There are two walls, one to

the left coming near to the spectator, and above which are
seen the trees of an orchard whose branches overhang and
cast shadows down it. The other wal l is at right angles to
the line of building, and in the shade ; beyond it rise lofty
trees. A flock of sheep, in a state of much hurry and

excitement, are driven by a shepherd and his dog in a

direction away from the spectator ; amongst the sheep are

two cows, and a third cow is driven by anotherman along
the shaded wall. I n the immediate foreground are a cock
and four hens on a dunghill.
This is one of the finest of Charles Jacque’s farms ; in

some of them the finish is pushed unnecessarily far, but the
work here is serious and manly. The texture of the long
wall with the gables is as good as Decamps’, and the colour.
ing of the roofs and of the dark tree masses is boldly right
and true. The action of the crowding sheep is given with
perfect vivacity. There is an apparent rudeness in the open
shading of the sky which pleases me by its frank avowal that,
although a rough wall may be translated imitatively as to

tex ture, sky and cloud cannot be. Painters have a supersti

tion that every subject needs an escape into the remote
distance, and nine men out of ten would have knocked down
the wall to the right and given us, in place of it, a league or
two of landscape. Charles Jacque has acted much more
wisely ; he needed the inclosure as a characteristic of farm
precincts, and as an element in the expression of homeliness.
Petits, petit: I (Guiffrey, r8 —A boy is seated on a

board, which rests upon two barrels, and a little girl leans
upon the same board near him. The boy is feeding poultry.

I f this etching had appeared in one of the best publica
tions of the E nglish Club, it would have borne comparison.
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as a specimen of essentially modern finish, with the best
work of H ook or Frederick Tayler ; and although the

Germans have made laborious attempts in the same direc
tion, they have not yet surpassed such work as this. I feel,
however, with regard to this plate, and others of a like quality
by the same master, the same sense of approval , under
protest, which I have already expressed in speaking of

Boissieuand others. The subject is charming, the composi
tion admirable, and the execution skilful beyond praise but
this is not the kind of skil l that a noble etcher ought to care
for and aim at. These tours de force in soft shad ing, like
chalk spread with the stump these l ittle specks of reserved
light, like touches of white on a lithograph ; these pretty
bits of accurate imitation on hoops of barrel and plumage of
bird, however dexterous and inimitable in their way, are

scarcely worth the toil they cost.
I f we think of this simply as a picture, our criticism is

disarmed, and we can but do homage to its sweetness and

truth. There is poetry in the very title, Petits, petits I
The children are not artist’s mod els, but real country
children feeding their favourites, as it seems to us, in some
quiet cornerwhere no one sees them. I t is an hourof happy
idleness ; the simple meal is ended, but one morsel of bread
remains which these grateful fowls may share.

L
’

H iuer (Guiffrey, —I n the middle of the foreground
a youth is seated with a stick between his legs ; he turns
his head to look at a girl who is driving two cows. H e

himself has the charge of eleven pigs. To the right is part
of a pool of water, and above the swineherd the border of a
wood. The etching is signed in the right-hand corner, Ch.

Jacque, There is awant of brilliancy in this etching
amounting almost to dulness. The figure of the swineherd
is easy and natural, but it is the only really good thing in
the plate There are many trunks of trees which are neither
scientific nor imaginative. The subject is agreeably arranged,

O
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but feebly executed. I t is pretty, and only pretty—a cri ti

cism which equally applies to several other works by the
same artist.
L e Labourage (Guifl

'

rey,
—A man ploughing with a

pair of horses. The horses are drawn with great truth, and
all the details about the harness and plough are rendered
with careful fidelity. The figure of the man is less success
ful, and the landscape is somewhat meagre and poor. A

more powerful landscape- painter would have drawn the dark
earth, as it turns over and falls from the ploughshare, w ith
far greater force than this. The earth here looks as much
like spread hay as the cloven soil.
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might he not, by perseverance, have draw n better w ithout
missing artistic un ity ? I believe not ; I be lieve that any
attempt to preserve such drawing as is popularly considered
good, would have nullified his w hole work, whilst the far
more arduous ambition of thoroughly good draughtsmanship
would have turned his efl

'

orts into quite a difi'

erent channel
so that the Daubigny w hom w e know would have had no

artistic ex istence. There are many varieties of bad drawing :
there is Daubigny

’

s
,
which is perfectly honest, and never sets

itself up for more than it is, - nay, which is willing to pass,

and does constantly pass, for even less than it is ; and there
is the laborious and pretentious bad drawing, which is

popularly considered very good, and which always escapes
censure, except from true students. Take, for instance, a
cow , by some popular cattle-painter, with every bone in its

body out of place, and every joint so constructed that an
animal built in that fashion could never walk ; these defects
will not attract notice if only there is a certain appearance
of precision, a certain sharpness of touch, and neat brushwork
on a carefully imitated surface. A cow by Daubigny is not

in real ity more badly drawn, but then everybody sees its

shapelessness at the first glance, because Daubigny has none
of the tricks of the painter who works for the market, and in
the simplicity of a noble artist- nature scorns the little artifices
by which ignorance is concealed. The one thing that he
aims at he secures : he aims at unity, and he secures unity.
This unity of aspect is in reality intimately associated with
unities of sentiment and thought, and springs from them.

Daubigny does not think much, or feel much, about the cow
and the branch : it is the whole landscape which charms and
attracts him and in his actual work his attention never
quits the picture to apply itself to this or that portion of his

materials.
The rough, and apparently unfinished," etchings of

Daubigny may seem easy to the inexperienced, and a certain
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proportion of them are, no doubt, failures, even if considered
strictly from the artist’s point of view . But if the reader
will study those mentioned below, and then attempt to do
free work in the same sense, and with the same direct
ness and simplicity of intention and method, he will find the
task more arduous than it perhaps appears. The difficulty
of this simple and straightforward etching consists in its very
simplicity and straightforwardness. When a plate has

evidently been tormented and mended till it came into shape,
there is some hope that by labour and correction we may
arrive at a like result ; but when these means are forbidden
to us by the very nature of the thing to be imitated, the
difficulty is greatly increased. What Daubigny does, as an

etcher, may not seem at first sight very astonishing, but he
expresses himself, and he expresses himself at once. I t is

like apt and ready oratory, of which the excellence lies quite
as much in promptitude as in power.
All this may be said without endorsing the weakest and

most trifling etchings of Daubigny. There are several plates.
for instance, in the “Voyage en Bateau,” which are too

trifling to be criticised, and in which the facetiousness of the
artist has led to a momentary forgetfulness of art.

Voyage m Bataan I: Dq
'

jéuner d I
’

AMerg e
—Five men

are seated at table on rush- bottomed stools, and under a

vine they are drinking coffee and smoking pipes after
déjeuner. (The first plate of the series, and one of the best.)
As a simple sketch on the copper, this may be taken as a

model for honesty and simplicity of workmanship. The

foliage of the vine is not very good, considered separately
as foliage, but it takes its place well in the composition.

The etching holds well together, and the relations of tone
are unexceptionable. Observe the rapid indication of the
vine shadow on the wall, in free open lines running in the

right direction. The figures are true landscape- painter’s
figures, and drawn without pretension.
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q age a: Bataan 1a Rad ium do: I
'

Aubergz. Two

figures, one holding a lantern, are seeking their way in a

dark night. The cabin of the boat is just visible low down
to the left, and there are some dark houses to the right.
The sky is cloudy, but there is subdued light in two grey
spaces behind the formless clouds. This is very genuine and
perfect work of its kind, and there are some very fine pas
sages. The various lights and darks immediately above the
lantern

, and especially the obscurity near the cover of it, are
amongst the finest.

Vqyage en Bataan Daubigny travaillant dam .ra Cabine.

One of the most interesting, as well as one of the best, of the
series. A gleam of sunshine l ights the canvas on which
Daubigny is working, and one or two othercanvaseswhich are
leaned against the wall of the cabin . The rest of the
plate is either in shadow or more or less illuminated by re

flection . The lighting is true and good, and the use of the

etched line everyw here frank and right. The reader may
amuse himself by enumerating the contents of Daubigny

’

s

l ittle floating studio. They are not luxurious, and the only
signs of self- indulgence are a rather ex travagant supply of
onions and short pipes, and a coffee-pot. There are also a

gridiron and a fry ing-

pan, and three wine- bottles. These,
w ith bare shelterand the bed that is turned up in the corner,
are ample materials for happiness, if only those canvases
get on prosperously. Better a little cabin like this, with the
satisfaction of doing good work. than the most splendid studio
in Paris, with an inward conviction of incapacity. I would
rather be Daubigny here

,
and cook my ow n dinner and

make my ow n bed, than be a certain Commander of the

Legion of H onour whom I could name, who, in his palace
of the Champs-E lysees, is compe lled by the devil to paint,
year after year, with the clear know ledge that he is a char

latan.
Voyage en Bataan 1a N aif 33 7 la Rim?re—The boat
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solemn and sad feeling. The execution is frank and appa
rently coarse.
LaGui—Twelve cows are just going to cross a broad

river with a herd-boy behind them. A large tree extends
its branches over the water. The opposite shore is bare and
uninteresting.
An etching of this kind is not to be criticised bit by bit

its one merit is a certain largeness of aspect. Referring the
reader to the earlier chapters of this book for fullercommen
tary on these qualities, I may say here that the plate before
us is valuable for its frankness and comprehensiveness, not
for any accuracy or beauty of design. The cows are all out
of drawing, the branches are ungraceful, the foliage is ugly,
the sky is coarse, and the distance poor ; yet, in spite of all
these faults, the etching is not only a fine one, but one of the
finest executed in this century. Directness of intention and
amplitude of aspect are perfectly compatible with the most
obvious imperfections in parts.

La: Vandanga: (this isPlate 1 6 1 in the publication of the
da: Aquafortz

'

stas).—I t is quite a remarkable instance
of Daubigny

’

s obtuseness and inaccuracy as a draughtsman.
The oxen are no more like oxen than sacks of flour, except
that they are decorated w ith horns. The wheels of the altar
resemble nothing so much as very broad- brimmed straw hats
balancing themselves miraculously on the edge of theirbrims.
All the beauty of the vine leafage is neglected, and the
figures of the m’

gnarons are no better than the oxen. There
are hills in the distance and clouds in the sky , but

both h ills and clouds are formless. And still I keep this
etching, and value it, because it is a perfect harmony both
in sentiment and in tone, one of the most absolute ly
harmonious plates I know. The least bit of accurate draw
ing, or of what engravers call finish,” in any one detail,
would have ruined the whole work un less it could have been
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carried out over the entire extent of it.“ I t is not to be

supposed that Daubigny is quite unable to draw a cart-wheel
or a cow’s horn and when he drew these in this apparently
puerile way, we may rely upon it that he knew what he was
about. The purpose of this etching has been a certain unity
of aspect, which has been purchased by the sacrifice of many
truths which another artist might have been unwilling to

surrender.

And even if such finish lad been carried out over the whole extent ot the

etching, there would have been adefinite loss to set ngainst the gl in. Washould
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MY admiration for Appian’s work as an etcher (he is a
charming painteralso) was already great several years

ago, but the more I see how rare his qualities are in con

temporary art , or in any art, the more I feel disposed to

value them. H is work is always quite easy and graceful in
manner, never strained, never betraying an effort, and it

hardly ever fails to charm by a most delicate feeling for the

poetry of natural landscape. The lightness, or the apparent
lightness, of his hand is such that the wonder is how the

point can remove the ground sufficiently to ensure regularity
of biting ; were he sketching with a silver point on unglazed
porcelain the touch could hardly be more aerial . Although
in etching a real equality of pressure is an unfortunate
necessity, the proof ought to produce the illusion that the
etcher has played piano or forta just as he pleased, and in

the best of Appian’s etchings this illusion is complete.

Anothergood quality in his work is that each plate, however
large or how ever small it may be, is conceived from the first
as a whole, and the first conception is never departed from
for the disproportionate realisation of some obtrusive detail.
I t would be easy to criticise little bits of his work by taking
them separately, easy to say that he does not draw a leaf or
a blade of grass, a kind of criticism the more specious that
it affects to proceed from a superior accuracy of knowledge ;
but the answer is that Appian sees always in masses, and
gives quite as much detail as is consisten t with the preserva
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a deep pool. I n the right cen tre of the composition is a

bridge with two arches, and to the left there are great over
hanging masses of rock which cast broad shadow s.

This is a very fine study of rocks and little else. The

figure and net are beautifully introduced, and both water
and sky are well treated, but not important, except as quiet
spaces with a little variety in them. The beetling masses
of rock, with their vast shadows, are everything in the
picture, and are studied with much thoroughness, fractures
and all. Rocks are not generally a very grataful subject of
study. They stand still to be drawn, which is something,
and they afford fine shadows, but it is always extremely
difficult to make them interesting. The interest of this
rocky rive r-bank lies in the fact that the huge stony masses
overhang and seem to threaten.

2 . A plate about the same size as the preceding. I t is

a study of amore Open stream with small rocks. The rising
bank to the left is covered with copsewood, out of which rise
two young trees (oaks apparently, at least the nearer one)
almost entirely denuded of their leaves. I n the distance is
a rising land, with two cottages to the right. There are
clouds in the sky. I n the foreground are ducks and a drake
flapping his wings.

This is one of the most masterly of Appian’s etchings in
execution, and so harmonious in tone that I conclude it
must have been done from one of the artist’s pictures. The

sky and distance are delightful in quality , the sky apparently
sketched in dry point, and the bur removed. The distance,
which is bitten, hasalmost the softness of oil. The foreground
of course is much more strongly accented , with black shades
here and there . The reader may observe with advantage
the art with which the water is shaded, its lightest space
being small and very central, and the skilful management of
what is intended to be distinct and what is intended to be

confused. The drake, for instance, and the tree to the left
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are distinct things amidst a good deal of delightful mystery
and confusion, and both are very beautifully drawn.
3. Souvan z

'

n—Easily recognised by a windmill in the
middle. To the right of this is a sailing boat, to the left
anather windmill. On a rocky bank to the right is a build
ing with a low tow er, l ike a remnant of feudal times. All

this material is reflected in calm water.
Nothing is more difficult than the treatment of the sky

in etching, and the best way generally is to leave the open
sky quite blank, preserving thus its serenity at the expense
of its gradation. I f any shading is attempted .it must not
be mechanical, which would be fatal to the harmony of the
plate. I n the present instance the sky is shaded in fine

taste with strokes, generally horizontal in tendency, but never
stiffly horizontal. As the sky is lightly bitten the effect is
good.

4 . Au Valromq (Aia).—A little stream, with rocks and

trees
,
and the slope of a rocky hill.

Some of the shadows here are overbitten, especially one
to the left, w hich is far too black. The quality of the

foliage, wayward sprays and branches, rocky ground and

sky, is delightful.
5 . A very smal l plate, the engraved portion measuring

4g inches by 2 13 inches. The subject is a country path or

wild road, with a single figure coming towards the spectator.
Behind the figure is a group of poplars and other trees, lower
and more massive. To the right is a rising ground to the

left a pond, with land rising behind it. The sky is lightly
shaded, and a few clouds are sketched near the horizon.
The signature is in the upper left- hand corner, with the date
1 86 5 .

This little etching is one of the best examples of Appian’s
charming way of treating what is generally thought common
place and uninteresting scenery. Out of the undulations of
a country which is only just not perfectly level, with a few
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poplars and a pond, he makes a little gem of landscape, to
be treasured and remembered.

7 . Una Mara. E animus da Rorsillon .
—One end of a

solitary pool ofwater in rough ground. A stork is standing
by the pool, and there are w ild stems and branches in the

upper part of the composition, which is an upright one. I n

the left-hand upper corner is the signature of the artist, with
the date I 867 .

This has always seemed to me the most exquisite piece
of free branch and stem drawing in the whole range of French
etching. I t is this, and much more than this ; for not only
are the trees full of an inexpressible waywardness and grace,
but the whole work—the bit of rocky bank, the little inlet
of calm water, the sweet distance, and the delicate sky ; all

this material forms a perfect harmony, presented to us with
the true passion of a tender and sensitive artist. No one

but an artist can know how much this little place must
have been loved before it could be etched so.

8 . Marat} da 1a Barbara-Ira (Aia).— I n the middle of the
composition is a rock or big boulder-stone, with smaller
stones to the right, and similar ones in the distance. N ear
the central one is some light foliage. To the left the ground
rises suddenly in a steep bank. There is water in the fore
ground resembling a calm pool in a stream, and by the
water are three storks. The sky is lightly clouded, and
in the left-hand upper corner is the date 1 868 after the

artist’s signature. The general effect is that of a calm
evening.
One of the loveliest and most perfect bits of quiet land

scape of a melancholy kind I ever met with. Nothing can

be more harmonious than this etching, it affects the mind
like music.
9. Us SofaBord dc Rm : 6 R31: (Ariel—One bank of

the Rhone only is seen , w ith hills beyond, which are reflected

in the calm water. A host is just coming to land w ith
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CH I FFLAR7 !

I
N the first edition of this book Chifl art was not studied

in a separate chapter, but had only a paragraph amongst
minor etchers. A more ex tended notice appears to be due
to him, because his plates are, at the same time, very original
in conception, and very pure examples of a particular kind
of technical work in etching. H e is far indeed from being
faultless, and is not at all what a severe and prudent critic
would recommend as a “

safe man,” but with all his errors
he has really something to express, and expresses it with the
utmost directness. Suppose a man of active and wild imagi
nation, who sits down with a large copper before him, waits
a little till a scene or an act ion presents itself to the inward
eye, and then sketches it as qu ickly as possible on the copper
itself without any intermediate memoranda, before the

imaginative conception has lost anything of its vividness.
This is Chifilart’s manner of working, at least in the plates
I intend to speak of here and now let me say something that
needs to be said about the way in which cri ticism ought to
deal with work that is so produced . I t would be most
unjust to require from it the qualities which belong to

thoughtful and painstaking labour, which gives days orweeks
to the elimination of its ow n errors. The model is not called
in that the artist may correct the m istakes of his memory
and imagination by a reference to nature, nor does he finish
his shading any more perfectly than his design, for if he did
there would be one of those executive contradictions which
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destroy the harmony of art. I f one of these hurried impro
visations, in which the forms are all confessedly imperfect

,

were to be shaded as Le Rat would shade a finished head
afterBellini, the result would be unendurable. Chifflart is far

too completely the artist to tolerate the slightest approach to
false finish ‘ of any kind ; therefore, w hen he improvises, he
shades just as he draws, hewing out the forms by means of

shadow, but no more. The drawing is everywhere inaccurate,
yet not more inaccurate than the drawing in the hasty sketches
of the great masters. That of Rembrandt is often equally
imperfect, that of Michael Angelo occasionally. Michael
Angelo’s rough sketch of the Fall of Phaeton is even more
shapeless, especially in the animals (which have puddings for
bodies, with impossibly small heads and legs all out of pro
portion), than the worst of Chifllart

’

s sketches.

I . Surprise—Six horsemen surprised by lionesses. The

men are naked, but armed with spear and bow . One horse
and man are down, under the feet of the others. A lioness
has seized the man on the nearest horse, whose companion is
attempting his deliverance. H is horse, in turn, is attacked by
another lioness, which two riders are going to Spear. An

archer on horseback is aiming at a lioness bounding through
the air.

Grandly composed and full of movement. The energy of
the action w ill seem over- strained to a cool spectator who

does not realise the scene ; and everything is indeed over
accentuated in the drawing, but it is grand genuine work, full

What I mean by false finish is asuperficial finish applied to anything which

has not yet been prepared to receive it. I t would be false finish to polish a statue

before it had been hewn into the proper shape. I t is false finish in painting to

attend to surface before youhave got things hxto their places. I t is false finish in

education to advance to subtle and delicate distinctions before broaderand simpler

ones have been fully apprehended. I n the work of mechanics the file precedes

emery paper, and a coarse file precedes a fine one. The only finish which is worth

anything is that which comes when everything has been prepared for it ; “as it h
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of right abstraction, and so hones t that the most glaring
mistakes have been corrected without effacing, the consequence
being that a man's wrist is in two positions at once, and one

lioness has four ears. Men and an imals are full of expression
The nearest horse is mad with fear, the men are full of valour,
the wild beasts eager, agile, ferocious.

2 . Un your da Récmpama.
—A classical distribution of

rewards, seen from a grotesque point of view . A struggling
crowd is fighting its way up to the temple of Fame, where a
radiant priestess is holding out laurel crowns,whilst trumpeters
blow their trumpets. Raised high above the contending
crowd, laure lled, white- robed, and holding palms in their
hands, sit the few who have been successful. The unsuccess
ful are either elbowing and crushing each other

,
or else

abandon ing the contest with vacant or dejected faces.

This is so sketchy that you can hardly make the figures
out, but it is full of grim humour. The faces of the stupid
bloated man, and the thin, peevish, disappointed man , who
have abandoned the contest, are both capital.

3. Tfza Saracp/zagw .
- A classic sarcophagus in a grove,

with a meagre, sad- faced man seated and leaning upon it ;
another behind showing his naked shoulders ; and a third on

the sarcophagus itself this last perhaps supposed to be carved
in marble.
The seated figure is very finely conceived

, and the whole
composition is powerful. The shoulder- blade of the man
behind is unpleasantly salient

,
but the thinness of the seated

figure is not without grandeur. The plate is simply and

powerfully bitten.

4. P inata—A hideous figure is scattering coins from a

horn of plenty. I think this is not Plutus, but only his
minister ; the god must be the personage lightly outlined in
the upper sky, who holds a scourge in his right hand with
extended arm. Men are praying and fighting for the coins ;
one is stabbing another ; strong men are wrestling on the
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CHAPTER X I .

LALAUZE ,
VB YRASSA I ; MARTIAL.

ADOLPH E LALAUZE is one of the most skilful
original etchers in the modern French school, but he

has not yet produced very much. The best of his works are a
little series of ten plates entitled Le Patz't Monde, representing
the occupations and amusements of children. We learn from
a preface by M. Montrosier that the artist’s ow n children were
the models from which he drew, so that he worked with a
double affection, the artistic and the paternal in one. The

result is very charming, the little incidents are really such as
occur in child- life, and they are presented with the most
accomplished skill. There are two little girls and a baby,
besides a doll and a dog. The incidents all take place at
home

, in a pretty French appartemen t with polished inlaid
floors and tasteful furniture, which is all lovingly studied as
so much still- life, though in due subordination to the figures.

Most of the little groups are prettily composed, and one or

twoquite beautifully. Amongst the incidentsare such subjects
as the Drawing Lesson,” the Music Lesson ” (in which we
see nobody but the two little girls, studying as earnestly as
possible), Baby’s Soup (an administration of soup to the
young gentleman), Baby is very good (in which baby is in
his cot, and one of his sisters amuses him with a bunch of

currants, whilst the other plays on the mirlz'ton). All these
plates are treated with the most perfect technical mastery,
combining great ease of mannerwith a brilliant truth of both
texture and tone. The last- named plate especially is a fine
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one, beautifully composed, and full of surpassingly good
qualities in execution. I t would be agreat mistake to suppose
that because the subjects of this little collection are taken
from the nursery, whilst the plates themselves are popular
with children, they are unworthy of serious criticism. On the

contrary, the artist has done his best with them
,
and made

them works of art in the higher sense.
Veyrassat

’

s labours as an etchermay be divided into two

parts—his copies from pictures, and his original designs on

copper. The latteralone concern us in this place. H e has

etched a few rather large plates, such as Le Bac (the ferry
boat), which are skilful and manly in workmanship ; but by far
the most delightful of allVeyrassat

’

s etchings are the little
ones. There are ten or a dozen of them which I would will
ingly have described in detail, were it not that they are all

executed upon precisely the same principles, and are really
the same etching in different forms I mean that the artistic
problem to be resolved is the same in the different little plates.

I t will be enough, therefore, to explain what the problem is,

and to show how the artist has overcome the difficulty of it in
any one of these instances.

A great secret of success in etching is to keep the arrange
ments for chiaroscuro simple, and to have a few kinds of

texture as different as possible from each other, in order to
obtain striking contrasts. Veyrassat

’

s scale, in his small etch
ings, consists mainly of four notes, an intense black, for which
a black animal is introduced as a pretext, two middle tints
for earth, hay

- stacks, loaded carts, lighteranimals, and part of
the sky, and lastly a very pale tint for the sky alone. At the

top of the scale the blank paper takes its place as the highest
treble. Then, in textures, we have about four textures kept
very distinct, and all equally well done. Black velvet in the
black an imal, a coarse liny texture for foreground earth and
vegetation, amuch softer and closer texture for such things
as hay-carts at a little distance, and lastly a very fine delicate
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texture for skies. Now the reason why these etchings are so

charming as technical music isbecause the artist has thoroughly
mastered these few elements of effect, so as to use them in all
their strength of contrast, and yet at the same time in perfect
harmony, and as he works with few and widely- separated
means of expression , they do not get confounded together by
miscalculations in the biting. I t is impossible to be more
judicious the only wonder is that such a skilful artist should
be so little adventurous, and rest contented with the repetition
of one success. I t remains to be observed that, with reference
to natural truth and idyllic charm, few artists of the modern
rustic school have so happily expressed themselves. All

Veyrassat
’

s groups of animals and peasants in the field are
full of nature, and of art also, the art being successfully con
cealed, except in such very obvious points as the perpetual
contrast of a white horse with a dark one.

Martial isan etcher of extraordinary industry. H is collee
tion of etchings on old Paris contains no less than three
hundred plates, and besides this great work, he has published
several other collections, such as the Salons of 1865 , 1 866, and
1 868, Paris in 1867, Paris during the Siege, Paris Burnt, Paris
under the Commune, theWomen of Paris during theWar

, the

Sailors at the defe nce of Paris, Les Prussiens chez nous, etc.
The first etching I remember seeing by Martial was the Porte

da Ia Sam lrtz
'

e o
'uCollege aBeauvoir, and that etching was so

very conscientious, besides being such sound work, that I after
wardsstudied everything by the same artist which happened to
come in my way. There is some very rich and perfect work in
the Touf ellaa'o I ’H dtal Sekombarg . I n theRue da Pantour St.
Gem/air the curious slope and curvature of the old Parisian

house- fronts are quite rightly felt and rendered ; and in the
Rue des Pre

‘

e/zenrs a gothic carved tree at the corner of the
house, bearing ecclesiastics for fruit, is imitated with much
delicacy. As might be expected from the usual effects of

practice, M. Martial’s labours have developed great manual
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local colour of the paint, altogetheras ungrateful a subject as
an artist might be condemned to execute—yet rendered with a
simple, straightforward mastery over a hundred difficulties.

Anothervery remarkable etching of the same class (though on
a smaller scale) represented some houses at the angle of the
Boulevard des Capucines and the Rue de la Paix, now deme l
ished (including Tahan

’

s shop). I n this plate, all the relations
of light, and most of the local colour too, were given with re

markable precision, whilst the drawing was neat and firm,
as

drawing must be to deal successfully w ith modern street archi
tecture. The recollection of many other plates by Martial
enablesme to give an estimate of him as an artist, which, as his
manner is entirely formed, will probably continue to be accu
rate. H is twobest qualities are abrilliantly clearconception of
factsand perfect manual skill. H e has no creative imagination,
nor any tenderness ; and therefore his work, though always
admirable, can never be charming ; never have any hold upon
the heart. But notw ithstanding this restriction, it is eminently
valuable work in its ow n way, and future students of the
history of Paris will be, or ought to be, very grateful for it.

This is ltirton '

oal art in the truest and best sense, genuine
history of what the artist has witnessed, first of that old Paris
which Napoleon I I I . demolished, and then of those otherand
more fearful demolishings executed by she ll and flame.
Centuries hence such records will still be interesting, indeed
the longer they are preserved the more interesting will they
assuredly become.

LALAUZE . LaLafon deDarrin
—Two little girlsare seated

before two chairs, and very busily engaged in draw ing. This
etching deserves especial attention for its extreme refinement
in interpreting the quality of things. I t quite belongs to the
highest class of object -study, that in which imitation is not

slavish but artistic and intellectual. The treatment of all
textures is admirable here, but I think the golden glittering
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mystery of the picture-frames is the most unusual in the
degree of its refinement. Lalauze truly sees as an artist, not
fix ing his attention upon one element of appearances to the
detriment of the rest, but seeing the whole together, indicating
just what is really visible at the distance, and not the smallest
detail more. A gi lt picture-frame is an excellent test of this
peculiar capacity for seeing, since we know far more of the
construction of a frame than we ever see at once, and the

temptation to draw from knowledge rather than sight is very
strong, on account of its far greater facility. The great
technical merit in M. Lalauze

’

s work is its surpassing truth of
texture, and this is not obtained at any very great cost of
labour, but simply by thoroughly understanding the nature of
the appearance to be interpreted. I n this plate we have the
dress and hairof the little girls, the oak parquet and chairs,
and the wall with the picture- frames

,
all perfect in theirway.

I hope, however, that the reader will not conclude, from the
space just given to praise good texture here, that I attach
more importance to it than it deserves. I t gives agreat charm
to etching, and to painting also, a charmwhich has never been
more appreciated than in our own day, when it is even one

of the first essentials toany considerable popularity but there
has been great etching, and great painting too, without any
texture whatever. A highermerit in M. Lalauze is to under
stand the nature of children so perfectly as he does, and to be
able to draw them without falling short of expression on the
one hand, and w ithout caricaturing it on the other.

Vm sssar. Making a corn -stack—A tiny plate measur
35» in. by 2 in. A cart with three horses is near a stack and
unloading. Three men are on the stack and one on the cart.
There are twowhite (or light grey) horses, and one dark horse.
This may be taken as one of the forms of tire Veyrassat

etching. The dark horse supplies the low note, the pale
cloudy sky behind the figures gives the treble, and the inter
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mediate tones are supplied by the landscape , stack, cart , and
upper sky . Although the plate isso small, the texture of the
foreground is very coarse and open , which affords a strong
contrast with the textures of the stack and an imals

,
and these,

again, very difl
'

erent from each other, are both very different
from the sky. I t is in fact a quartett of textures playing to
gether harmoniously, and the difficulty is not so much to

imagine these various modes of ex ecution as to make them
yield their strong contrast without a discord.

MARTIAL TIrldtre da Vaudeville—A large plate repre

senting one of the prettiest street corners in new Paris. Pub

lished in 1868.

This is a very good example of the strong clear real ism
with which Martial interprets a subject. All Is draw n w ith

the most perfect firmness, and nothing shirked. The straight

lines are ruled as in mechanical draughtsmanship, but no

merely mechanical draughtsman could have put in the sculpture
as it is given here, nor the trees and living figures. On the

other hand, it would be difficult to find another artist who
would patiently copy all the details which Mart ial has
copied, such for example, as the lettering of the signs. To

the right we have Bz'gnon , Glacier, Restaurant de Fay ; to the
left Salons (114 Cafe

'

Amén
'

eaz
'

n and between these a great
number of other inscriptions, all as legible as they would be
in a photograph. So the panels in front of the Restaurant
de Foy are copied with perfect accuracy. But although
details are so strictly attended to, the plate produces a strong
effect at a little distance also. No etching conveys more
perfectly the idea that youare in modern Paris.

Nobody could go through such a piece of work as this
without being thoroughly matter-of- fact in his ways of seeing
and feeling. I t is prose of the most resolute kind

, w ithout a
trace of poetry. All that surprises me is that photography
should not have prevented this kind of work by doing it still
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CHAPT E R XII.

VARI OUS FRE N CH E TCH ERS

QUEYROY, conor, BRACQUEMOND, GAUCH EREL, rm n

PERRI N , LEGROS, BRUNET -DEBAI NES, DE ROCH EBRUN E,

CHAUVEL, CH AIGN EAU,
ABRAHAM, VI LLEVI E I LLE, BAL

FOURI ER, sovnv, DE LONGUEVILLE, BALLI N
, LANCON ,

DETAI LLE, DE NEUVILLE.

H AVI NG studied in some detail a few of the more
eminent French etchers

,
I now find myself restricted,

by the limits of this volume, to a simple mention of the
others, and of some of their principal works. I t may easily
happen that artists thus hastily alluded to may in future
years distinguish themselves more than they have hitherto
had time or opportunity for doing, and so deserve separate
chapters in some future treatise on the art, written by another
critic who will have the advantage of seeing our age from a

greater distance. I t is always difficult to be strictly just, and
'

in this case the difficulty is greatly complicated by the fact
that etchers have had to be selected quite as much because
their plates were striking examples of very different styles of
work as for qualities which may be considered meritorious.

The activity and energy of the French school are so great
that every year adds new names to the list, and every year
some etcher already known to the public finds his relative
position altered, either by his ow n labour or the labours of

his contemporaries. I t is therefore utterly impossible to give
an account which shall remain permanently true of a school
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which, being full of life, has life’s incessant transformations.
When etching was a dead art it was possible to sit down and
give a systematic and proportionate account of its past his
tory , but now that it is alive again, and more vigorously alive
than ever it was before, the history which is complete when
written will be behind the age a year after publication. I t is

as unsatisfactory in this respect as a
“Dietionnaire des Con

Thc transition from amateur to artist is always a very
difficult one to accomplish, even when there are perfect leisure
and liberty for study, accompanied by an industry not to be

discouraged. About fifteen years ago M. QUEYROY was an

amateur, but by hard work and perseverance, accompanied
by the kind of talent which consists rather in seeing things
clearly as they are than in the gift of invention, he has become
an artist of considerable skill. The etching of his which

, on

the whole, is the finest, is a large plate of Loo/res. This plate
is good, especially for its breadth of light-and- shade

,
and its

noble simplicity of treatment. The near dark tower to the

left is as grand as it can be, and the water is very good and
true, but there is a trace of old amateur practice in the fine
old gateway which is glaringly out of drawing on account of
its bad perspective.’ M. Queyroy does not seem to have
studied perspective scientifically, which, for the representation
of architecture, is an emission much to be regretted. Another
thing which I observe in this generally noble plate of Lakes
is that the etcher has been too ready to substitute straight
lines for what in the reality would be varied or interrupted
lines. For example, the roof of the old gateway and that
of the round tower nearer to the foreground are both outlined
with straight lines ; in the real thing they would certainly
have been broken by the tiles, and very probably also in

The side of the gateway which is in shade is neerly right. That which is

lighted ls altogether wrong, because the lines, if prolonged, would never reach

what ought tobe the vanishing point.
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flected by the yielding of the woodwork under them. Mr.

Ernest George has drawn the same gate, and gives it a very
picturesque outline, perhaps exaggerated ; but if so, exagge
rated in the artistic direction as this in the mechanical. The

tendency to ruled lines in M. Queyroy
’
s manner is also very

marked in his vast plate of the magnificent H ouse of yaeqnes

Came at Bourges, which is quite an architect’s rendering of a
building—clearand good of its kind, yet not like the etching
of painters. Notw ithstanding these criticisms, however, which
I print merely because they may be of some use in directing
the attention of other etchers to possible causes of imperfec~

tion which may be very easily avoided, I am far indeed
from undervaluing M. Queyroy

’

s work. H is etchings, already
very numerous, will possess a lasting interest as records of
old France. H e is always animated by an honest love of his
subject ; he has also quite sufficiently overcome the diffi
culties of art to express himself w ith perfect clearness. The

Rue des Arenas at Bourges is one of M. Queyroy
’

s most per
fect plates. The Rue des Arenes is an old street with
tonrelles, and both medie val and modern houses, which M.

Queyroy has etched with equal care—rather too equal care,
perhaps. H e introduces figures well, not hesitating to draw
them on rather a large scale in his more important plates,
and grouping them very naturally.

I have never been a believer in the theory (rather com
mouly received amongst painters) that anybody who can paint
can also etch if he will only condescend todo so. E tching isa
most peculiar art in many respects, and even the simplest
forms of it are not so simple as they look, for it is as diflicult
to make a simple thing look brilliant and effective as it is to
get at effect by great labour. I t is a great help

, no doubt,
foran etcher to be a good painter before he sets to work on
the copper, because a good painter understands drawing and
light- and- shade, which are the foundation of all graphic art ;
nevertheless it must be allowed that great painters sometimes
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recall to mind, by association of ideas, his charming work in
oil, so full of the sweetest poetical sentiment. All sins are

forgiven to the true poets. Corot may not be a great poet,
as Turner was, but he is a true one. H e feels the mystery
of nature ; he feels the delightfulness of cool, grey mornings
and dewy evenings ; he fee ls the palpitating life of gleaming
river- shores and the trembling of the light branches wherein
the fitful breezes play. H e has an intense sense of the glim
mering indecision and mystery of natural appearances, and he
does not, as it seems to us, draw and paint with precision
simply because his attention does not fix itself on that which

I t would be unjust to omit an etcher of such masculine
power as BRACQUEMOND, but his works are not always
executed upon right principles, though his error has been
quite of an opposite character to the formlessness of Corot.
The veteran landscape- painter thinks only of re lation

, and

not about individual form, but (in the plates at least which I
now refer to) M. Bracquemond gives individual form with the
utmost force and truth, without the slightest thought of rela
tion. H e contributed some plates to the Soeie't! which were
perfect examples of this system ofwork, and of the perfection
and imperfection that it leads to. One of them

, Le H aut d
’

un

Battant de Porte, represents part of a door in a farmyard, with
fourvictims nailed to it, a crow , two hawks, and a bat. Each

I t is a remarkable proof of the value ofa direct expression, however defective

in itsmanner, that Gerot
’
s etchings, w ith all their faults, should convey a better

notion of the peculiarities of his genius than the far cleverer plates which Bracque

mond executed alter Core t
’

s pictures. When Bracquemond translates Corot, all

the pensive tenderness and lightness of touch are lost. Corot isasensitive dreamer,

dwelling in aworld of his own. Bracquemond has a strong, clever, tough nature,

admirably fitted forrepresenting the field sports of strong men—as for instance, in
his capital sporting print, Unearthing a Badger—the physical lif of animals,

and such aspects of the external world as are to be apprehended bymen in general

who lead active lives and are agood deal out of doors. I t is quite inrpos ible that

meh a nature shculd hsve enough in ccmmcn with that of Corot to be able to
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of these is drawn w ith the utmost strength of imitation, but
each of them is independent of the rest, and might be detached
as a separate study. One feels this even more strongly in
Vanua tu at Sarcelles (lapwingsand teal) each bird is studied
separately, the whole force of the artist’s attention being con
centrated upon it exclusively, without embracing the compo
sition as awhole. A large flower comes against the nearest
lapw ing ; every petal of it is strongly outlined, and then the
surface is flatly shaded w ithout any modulation from incidence
of light. The principle of this work is not at all a bad

principle for some kinds of decoration ; it is quite right on a
dinner- service ora screen, and we are very familiar with it in
Japanese art but it iswrong in pictorial art, and consequently
in artistic etching

,
which ought to be synthetic above all

things. At a later date M. Bracquemond began to study
more synthetically, and one result of this change of purpose
was

“The H are,” which appeared in the Portfolio for May
1872 . I n this plate the artist still gave evidence of his know
ledge of animal life, for the attitude and expression of the
hare were as good as those of the birds in earlierworks ; but
he now seriously attempted a general effect, and to some
extent succeeded in an experiment with line and stipple,
whilst the foreground plants, instead of being heavily outlined
as before, were now treated as if they had been lightly sketched
with a brush. The revolution in mannerwas therefore com
plete, since in the purpose of the artist synthesis had been
substituted foranalysis ; and ifM. Bracquemond had pursued
etching regularly afterwards there can be little doubt that he
would have taken a decided rank amongst the best etchers of
the age. Unfortunately, however, for this particular branch
of art, he accepted an engagement at Sevres which has since
occupied all his time.
M. L I§0N GAUCH EREL is a well - known engraverwho has

brought to etching the knowledge of form acquired in another
art. H e is also a very skilful painter in water-colour. H is

Q
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labours have been chiefly architectural, arche ological, and
decorative AllM. Gaucherel’s etchings are distinguished by
great clearness and knowledge, but they are generally rather
hard and severe in manner, being conceived more from an

architect’s oran engraver’s point of view than from a painter's.

One of his plates, representing a narrow canal in Venice,
between a garden and a lofty house, with a narrow footbridge
at a considerable height above the water, appeared in the

Porgfolio for December 1873, and may be considered in all

respects a representative example, having all the clearness of

his work with its good drawing and perspective, and also the

peculiar hardness j ust alluded to, which extends even to the

foliage. M. Gaucherel has occasionally etched from pictures,
and I shall have to recur to this part of his labours in another
chapter. H e was also one of the artists who etched Bida’s
designs forH achette’smagnificent edition of the Gospels and

I may add (though this has nothing to do with etching) that
he engraved on steel nearly three hundred ornaments for that
wonderful book, and engraved them in amanner so faultless
that it excelled all previous work in the same kind.

M. FEYEN -PERRI N has often etched from his own pictures,
which for some time past have represented rathermelancholy
subjects, found on the coast of Brittany, amongst the fishing
population. H e has much true natural sympathy for the
pathosof ahard life, especially as it toucheswomen so, whilst
too many of his brethren were painting the Jen i-n ude of

Paris, Feyen -Perrin went to study a nobler though less
elegant kind of life on the sea-shore. H e is not, however, a
marine painter in the ordinary sense of the word, but one of

theGreat French rustic school akin toMillet and others, only
studying the peasantry on the coast,with the influence of the sea
upon their lives. I think the finest ofFeyen-Perrin’s etchings
is the one called Vannm es do Cam-

ale. Two women are

winnow ing on the shore of a broad estuary. I have rarely
seen a plate which w ith such simple means of execution con
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faulty in a peculiar way which I will try to describe. The

lines run together, and produce little black patches by chance,
where they were not, could not be, definitely intended by the
art ist. There appears to be no knowledge of the resources of
the art, except a difference in depths of biting ; the same thin
needle is used everywhere with little variety of texture. The

best piece of execution that M. Legros has hitherto produced
is Le Ban/10mm: and this is conceived rather like an

old woodcut ; however, it is a thoroughly fine piece of work
in every way, and shaded and bitten in most perfect harmony
with the subject. The mental qualities of this artist’s work
are always nobly serious, and must seem strangely so to those
who believe in the universal levity of the French temperament.
The legend of La Bonh omme Ma

'

s) ” is this : Saints Peter
and Paul visited one day a very poorold man, who possessed
a but and a pear- tree, and offered to grant him any w ish that
he might form, so he did not ask for wealth, but simply
requested that whosoever climbed up into his pear- tree might
not be able to get down again without his permission. I n this
way he caught a thief ortwo, and at length came Death to pay
Le Bonhomme Misere a visit. The old man received him
very pleasantly, and just begged him to be so good as to
climb the pear- tree to get a certain ripe fruit which hung on
one of the upper branches. Once there, Death could not get
down again without the old man’s express permission, so a

treaty was concluded between them in consequence of which
Misery dwells forever upon the earth. M. Legros has chosen
the moment when Death is up in the pear- tree holding out

the pear in his skeleton fingers, and old Misery is looking up
at him. The imaginative conception of the whole scene is
worthy of some great solemn-minded old northern master.
There is something awful too in the plate of the Bell-Ringer

in the gloomy steeple chamber, with two children looking up
at the bell, half in dread, whilst the ringer's grave face and
bent figure indicate rather the fixed habit of a seriousmind
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“
subdued to what it works in,” than any fear of the loud
voiced thing that swings and rings above him. I like too
very much the Open and sweet gravity of the monk’s portrait
in a small square etching which just contains the head and
neck, and cowl thrown back ; it is the face of aman whose
thoughts rise far above the miserable details of the present,
and dwell in the contemplation of the eternal. The large
plate of a girl, a priest, and an old man coming out of church
(the old man telling his beads), is full of the same sweetness
and noble gravity. The girl has the aspect of a Madonna,
and the men’s faces are noble studies, both of them. Unfortu

nately, from the want of technical skill, the three heads are so
exactly on the same plane that the girl appears gigantic. M.

Legros has always taken a peculiar artistic interest in the
Roman Catholic worship. Many an artist has been struck
by the splendour of its ceremonies, by its golden and silk
embroideries, candles, ornaments, imagery, incense ; but these
things do not attract Legros ; he turns to the monk in his
rough garment, and to the poor peasant maidens and old

men in the humble village church, watches them as they pray,
and draws them with an instinct of sympathy which, in its
own peculiar kind, has no precedent in the fine arts.

Few etchers of the modern French school have produced
such uniformly good work as M. BRUNET-DEBAI N ES. Two

little plates of his published by Cadart, La Place Raul: d
Dole and A Verdun sur lo Doubs, are in their way simply
perfection, faultless little gems of true etching like the little
plates ofVeyrassat, everything being well expressed that it
was necessary to express at all, and not a stroke too much.
Considering how little M. Brunet-Debaines has published in
the way of original etching, it is surprising that he should be
able to do such work as this, drawn evidently with the most
enviable facility, and beautifully right both in all the de light
ful detail which is given of picturesque towers and houses,
and in the shading of important masses. I n other subjects,
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where buildings occurwhose architectural importance exacts
a strict attention to perspective and to constructive detail,
this artist goes through his work without neglecting either
truth of construction on the one hand or pictorial effect on
the other ; and it would be diflicult to find in the etchings of
architects or painters a manner of work better calculated to
explain, at the same time, how an edifice was built and how
it looked in sun and shadow. The tower in the Rue des

Grand: Degrés (3Blairand the side of N ata -Dame do Bourges,

with itswindow and doorway, and what is above the doorway,
are both good instances of this. M. Brunet-Debaines is also
one of the best living etchers from pictures, and I shall have
more to say of him in that capacity.

The subject of architecture brings me to the work of M.

DE ROCH EBRUN E, who etches it with great precision and rich
ness of detail, combined with powerful light and shade. Two

magnificent interiors of his have been published by M.

Cadart in his annual portfolios (l
'

Eauforte en 1 874 and

l
’

Eauforte en M. de Rochebrune is a painter of noble
birth who has the rare privilege of living in one of the grandest
of the old French chateaux, so that for these two subjects he
had only to look at two sides of his own studio, and draw the
chimney- piece and the door, gigantic constructions of semi
barbaric magnificence fit forsome royal hall of the E lizabethan
period. These etchings, which are large, are full of strong
work in theirkind, and prove aresolute determination to draw
everything fairly and thoroughly, a determination which is
rarely found in unison with such a vigorous sense of effect.
The same substan tial qualities may be observed in other
works by M. de Rochebrune even when the subject is much
less striking. H e has illustrated the chateau of Chambord, the
Louvre, the H 6tel Cluny, the chateaux of Blois, Pierrefonds,
Ecouen, and the cathedral of Strasbourg.
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is evidently a limit to coarseness of texture in shading—a limit
beyond which the lines cease to be shading altogether and
become simply black bars with white spaces between them, or

a network like a wire fence. M. ABRAHAM
’

S etchings of land
scape deserve mention foramasculine and direct manner, but
show little trace of any tenderness in feeling. The best are
E nvirons do Chilean Gautier and Bard: do I 'Ona

'

on, the first
a scene in a forest amongst the holes ofancient trees, on rocky
broken ground,well composed , and quite giving the impression
of such a place the othera piece of lowland river- shore

,
with

tall thin graceful trees just well enough drawn to make one
regret that they were not treated with the tenderness of

Appian or Lalanne. I t is not without pleasure that I mention
here the name ofVILLEVI E ILLE , a landscape painter of much
feeling, who died, like our own Girtin, in early manhood. H e

had an exquisite sense of landscape beauty, which, however, is
not nearly so apparent in his etchings as it is in his work in
oil, which had the additional charm of awarm sunny colour
not common either in the French school or in any other. A

carping critic might here observe that I am going beyond the
province of this book in speaking of an etcher’s capacity as a
painter ; but it is not so, for in looking at an etching byVille
vieille I think

, and think regretfully, how he would have
painted the same subject. H is etched work is so far inferior
as to convey hardly anything of the painter’s charm and

sweetness. The two plates under the same title,A N olxant

Vicy—one representing an old thatched cottage, and the other
an approach to a bridge under trees—are both interesting
plates, but the latter is very violent in its lights and darks, the
foliage being quite white in the lights, and all cast shadows
as black as unmitigated printing- ink could make them. This,
however, may have been due simply to technical inexperience,
for in another plate by the same artist, E n P icardie, which was
given in the first edition of this work,Villevieille had recourse
to the roulette for his general tone, and escaped all false vio
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lence, attaining in place of it a harmony very like that of his
pictures. The last- named etching is very simple in subject,
but pervaded by a tendermelancholy, which makes it linger
in the memory for long.
M. BALFOURI ER is a very experienced landscape- painter,

who occasionally etches his ow n pictures. H is system ofwork
is simply to begin by putting in all organic markings and

biting them rather deeply, after which he passes a veil of
shading over the work to be bitten much more lightly. I n

some ofhisplates this division ofprocesses is even too apparent,
so that the work does not seem harmonised, but in others the
technical method is quite successful ; and as the artist always
chooses curious and interesting subjects his best plates are

well worth preserving. I a n heartily recommend two of

them
, Marais prés d

’

E lClze (Espagne) and Une Usine 4 la

Cran (Var), both admirable interpretations of the picturesque
of southern E urope. I observe that in M. Balfourier

'

s work
the immediate foreground and the far distance are rarely of
much importance, but that nearly all his interesting material
is to be found on the nearer middle distance, or what the
French call le second plan. This is extremely judicious,
because at that distance landscape material is most con

veniently situated fora kind of study combining breadth with
intelligible detail, and there is much less risk to the general
harmony than therewould be inaminute studyofwhat liesquite
close at hand. M. SOUMY, who was aPri ce de Rome, has, I

be lieve, done little in etching, but two of his plates, published
under the same title

, Forges d
’

Allevar en Danfl n
'

nl, are very
charming, in aratherold- fashioned way, reminding one ofEver
dingen, and quite as good as the best work of that master.
I n these plates the artist treats broken ground and picturesque
buildings very happily, with much breadth of light and shade,
and considerable truth of tone. The BARON DE LONGUE

VI LLE is a naval officer and an amateur, but a very skilful
amateur. No marine- painter whom I remember has better
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expressed the majesty of a modern war- fleet. H e is fond of
naval magnificence, and understands it both artistically and
as an observerof seamanship. The objection to his work is
the grave artistic errorof losing his darks in absolute black, so
that his shadows are usually quite black. This is a complete
mistake, due to a want of study of the inevitable artistic com
promises. I n the plate entitled Sons Voiles courant grand

Largue this fault is visible only in the shadows on the nearest
sails but some other plates—as, for instance, An Mouillag e

and E n Mer—are altogether spoiled by it I n the first
mentioned of these subjects the student cannot fail to remark
the admirable rendering of the efl'

ect of six different distances
on the appearance of a ship ; this is the artistic purpose of
the etching, and with right artistic cunning the nearest ship
is brought close to the most remote one. The water is very
liquid and good, and the sense of being at sea perfectly
commun icated. I n the Sons Vapeur a steam fleet is going at
speed on calm water, clouds of black smoke issuing from
every funnel ; I have never seen the sublimity of a steam
war- fleet more impressively rendered. M. de Longueville
has perfect mastery of his materials, and can do all he wants
to do in etching, but he seems to have no aspiration beyond
the lively and truthful rendering of what he knows. M.

BALLI N is more ambitious ; some of his plates of marine
subjects are interesting historically, and have besides a

picturesque interest of quite a peculiar kind, since they set

before us the high- pooped ships that sailed and fought two
hundred years ago. This kind of restoration is still quite
possible, forwe have ample evidence as to the construction of
the ships, and the sea remains ever the same. M. Ballin
appears to feel very strongly the grandeur of the old naval
engagements, and draws them with great Spirit. Since the
war of 1870 there have appeared two or three very clever
etchers of military subjects, such as Langon, Detaille, and De
N euville. LANQON draws animals capitally, a talent which
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national temperament that some of the ablest artists and

some of the best- informed critics are neverwholly delivered
from it, but are always liable to fall back into it, and to for

get all larger and nobler ideas, either in the pleasure of
simply imitating nature, or else in the kindred delight of
enjoying such imitation when it has been cleverly and suc

cessfully accomplished. Even Mr. Ruskin tells the students
at Oxford that the painting which is likest nature is best, and
quotes with approbation Leonardo da Vinci’s assertion,
excusable only in an age when criticism was childish though
art was strong and great, that the mirror is the master of

painters, and that the proper way to test the merits of a

picture is to compare it with the reflection of the living model
in a looking-glass ! This is a thing which in modern times
could be said only by an E nglish critic, and only to an

E nglish audience. The conception of art as something dis
tinct from simple imitation is too generally admitted on the
Continent for such a doctrine to be listened to or tolerated
there, and the critic who acknowledged it as his own would
be answered at once by innumerable voices, We know better
than that ; we know that the true power of art is exhibited
in forms which are not imitation, and are not compatible w ith
imitation ; that the work of the artist, as distinguished from
that of the simple copyist of matter, is full of deviations from
the truth as it would be seen in a mirror, these deviations
being not faults to be corrected, but essential parts of the
artistic expression, without which the work would be mind
less. We know that the real labour of the artist (though the
vulgar may not be aware of it) consists, not in giving a

mirror- like image of things precisely as they are, but in a

personal and original interpretation of their aspects, far,
indeed, from the literal truth of a reflection on metal or on
glass.
I t may seem that this question hasmore to dow ith paint

ing than with etching, but the truth is that the state of
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general opinion with regard to imitation affects all the fine
arts which concern themselves with the representation of

natural objects. I f youthink that drawing is to be an imita
tion of nature and not an interpretation, there is hardly any
piece of thoroughly great work in etching which will not
be ofl'

ensive to you, but if, on the other hand, you have ac
cepted frankly the higher and greater conception of the fine
arts

,
which leaves the pictorial art ist as free to express himself

as the musical or poetical artist
,
then the very peculiarities

which would have irritated you before for their obvious lack
of imitative truth, may possibly afl

'

ord youa noble pleasure
on other grounds, either as expressions of human energy or
tenderness, or else because they may suggest to you some
glorious or beautiful sight in nature to which they bear
hardly any imitative resemblance.

The acceptance or refusal of etching in E ngland, and the
possibility of forming a great school of etchers in this country

,

depend more upon the public feeling about imitation than
upon any other peculiarity of taste. So long as the idea
prevails that the best art is that which ismost like the reflection
of nature in a looking-glass, so long will the work of the great
etchers appearw ilfully false and wrong, and there will be little
public encouragement to follow in their footsteps

,
and to

labour for the acquisition of any skill which would ultimately
resemble theirs.

H ow deeply rooted this idea ismay be seen in the current
criticism of the newspapers, which too often proceeds on the

tacit assumption that art has nothing to do but copy some
natural model, and that the best art is that which imitates it
most closely. All art,

”
said the Morn ing Post when review

ing the first edition of this work, “ is essentially mechanical
the needle, the burin, the pencil, the brush,—these are all

machines or tools worked by the hand to copy what the eye
beholds, and the faithfulness of the copy constitutes the
merit of the work. No grtphic delineation can portray the

R
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invisible, no artist can figure feeling ; this must be extracted
by spectators themselves out of the imitated forms, as his was
excited by the view of the originals.

”

H ere you have a perfectly clear and intelligible expres
sion of the prevalent English theory about art. H ere it is
clearly stated that the work of the artist is mechanical, that
his only business is to copy what his eye beholds, and that
the faithfulness of the copy constitutes the merit of the work.
I t is the mirror- theory taught officially to the Oxford under
graduates. I t has the advantage of an extreme simplicity,
and it has also the advantage of being the first theory of art
which suggests itself to every totally uneducated mind

,
so

that it is always sure ofan immediate reception. The “leading
journal,” the Times, is awakening to the possibility of an

art istic expression not strictly imitative, but the first dawn ing
perception of the strangely new truth (familiar to every
French critic since his boyhood) half bewilders the writer
and half amuses him,

so that he is not quite sure whether he
ought to laugh at interpretative work or to treat it rather
respectfully. H ere is an extract from the greatest newspaper
in E ngland

TIre H are—A M isty Morn ing , by P. Braquemond. On

first looking at the etching it produces upon the mind the
impression of a bad dream. A hare with one huge solid ear,
the fore part of its body in bright light, the hind part scarcely
visible, squats in the foreground. I n the middle distance are
three strange shadows of other hares running at speed in
different directions, and, farther of!) three pigmy shadows of

men. The resemblance to nature is remote, and yet this is a
very good etching. The truth is, that the work of the etcher
can, in many of its branches, be appreciated only by an

educated eye. The etcher does not reproduce nature ; he
translates it into a language of his ow n, a language abounding
in subtle interpretations conveyed with extraordinary delicacy
and harmony, but a language which very often appears but
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art which came to perfection two hundred years before he was
born ! A word more, and we will leave this kind of cri ticism
to those for whom it is intended. The writer in the Times
cannot even read common drawing. H e laughs at Bracque

mond for having drawn a hare with one ear, whereas, in
Bracquemond

’

s plate, the hare has two cars, erect and back to
back, he also sneers at the artist for not having show n the
hind quarters of the hare more clearly, as if more of them
could have been seen in that position, and he is puzzled by
the local colour of the wh ite fur and the brown, which seems
to him an unaccountable sort of light and shade. And it is to

a critic of this degree of culture and capacity that the Times
entrusts the reputation of great artists—and its ow n 1‘

I t would be unjust to leave the impression that we have
no more advanced art- criticism than the Specimens which I
have just quoted

,
but they are fair examples of what may still

be presented in the centres of E nglish enlightenment, without
calling forth either protest orcontradiction. What iswanting
in England is a general understanding of the true nature of
artistic expression, which would enable the national mind to
judge of these things for itself. I t is not a matter of Opinion,
but of demonstrable fact, that great art is an entirely difl

'

erent

thing from the reflection of material objects in a mirror, and
this is quite clearly understood in other countries by cultivated
people

,
whether professedly art critics or not ; why, then,

cannot it be understood in ours Take the finest living
mode ls youcan find, dress them or undress them as youwill,
take the biggest and best of mirrors, and then try to arrange
your mode ls and your light till the reflected image looks
like a picture by Raphael, or Titian, or our ow n Sir Joshua

I t may be observed that this contributor to the Times had to spell the names

of tw o living art ists in the course of his notice, and that he managed to spell them

both wrong, though they w ere printed in capital letters in the volume of etchings

which he wasreviewing. What degree ofaccuracy in observation is to be expected
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Reynolds ! Do what youwill, the reflected image will never
resemble masters’ work, but will seem only what it is, a reflec

tion of simple nature. There never was a tableaumeant that
really looked like a picture, the tableauvivant, when cleverly
arranged, looks like agrouping of artists’ models, but no more.
So it is w ith landscape. Take your looking-glassout into the
finest natural scenery you can find, it will never show you

noble pictures of landscape, but only things like photographs
with the addition of colour, and a far more brilliant light.
Our fathers had a fearful and wonderful invention which they
called a Claude glass,” a black mirror, which blackened
nature for them, till they fancied that it looked like the old
pictures in their galleries. They did

,
indeed

,
by this ingenious

contrivance, mix the dirt of old pictureswith the pure hues of
nature, and so brought nature to the dinginess of the art which
they admired, but not a branch of a tree, not an outline of a
hill

, accommodated itself in the mirror to the exigencies of
artistic composition. All of Claude that the Claude glass
gave, was the dust of two centuries in the darkened varnish it

imitated neither the beauty of his arrangements nor the ten
derness of his feeling.

Now , when yougo into the heart of the matter, and by a
thorough analysis of good artistic work endeavour to find out
in what it difl'

ers from the reflection of natural objects in a

mirror, you will soon discover, if your eye is sufli ciently

educated to discern difl'

erences of form, that the artist has
been incessan tly altering the appearances of things and forcing
them into conformity with some conception in his ow n mind.

I t is by these alterations, and by these alone, that he can

express his personal tastes and feelings. I f all artists re

flected nature as the m irror does, youwould not, in a gallery,
be able to recogn ise the work of difl'erent painters without the
help of theirsignatures. All personal style in art is an altera
tion of nature. Every preference, every affection, destroys
that impartiality of the mind which would be necessary to the
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reflection of pure truth. E ven what is popularly praised in
art as truth is never exactly true, but is an exaggeration of

some particular kind of truth, exhibited at the expense of
others.

I f people knew this, and knew how false in many ways is
the art which seems to them most true, they would enter
more easily into that kind of mutual understanding or tacit
convention w hich is assumed by every powerful etcher to

ex ist betw een himself and the public. I t is a convention in
some respects resembling that between the reader and the

author of a book, by which the latteravails himself of letters
and words for the conveyance of his ideas in some respects,
I say, or to some extent, but etching is never quite so purely
conventional as the signs of writing are. For example, the
word sunset immediately suggests to the mind of an

E nglish reader the setting of the sun, but the word is absolutely
conventional the choice of the letters which compose it, and
of the shapes of the letters, has not been determined in the
least by reference to any natural fact of form or colour ; and
many other words in other languages convey precisely the
same idea Now let us see how asunset would be represented
in painting first, and then in etching. Suppose it is a red sun

set, and suppose that the best landscape- painter in the world
nas painted it. H e has represented it, let us say, by a disc
of vermilion or red lead

,
but however skilfully he may have

laid on the colour, there will still be so much conventionalism
in the representation that it will not be recognisable by any
one entirely outside of art and its conventions. Show it to
an agricultural labourer, who often sees natural sunsets, the
chances are that he will take it for a cherry. Now an etched
sunset, equally well done, will have been done on the assump
tion of even more conventions than the painted one, and not

only the agricultural labourer, but people of far higher educa
tion than his may not be able orwilling to enter into these
conventions, especially if they are looking forwhat they think
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light, and the peasant might have reason on his side, all things
considered, if he concluded that the painted sun was more like
a cherry than the dazzling orb of day.

Painting comes to us with the postulate : Let it be
granted that a lower light shall be understood to represent a
higher light

,

”
and in all great interpretative painting there are

so many other postulates besides, that it is always difficult to
read until we are used to it. E tching comes with the chief
postulate : “ Let it be granted that the line, though in itself
not true to nature, may be admitted as ameans of expression.

”

There are also many minor postulates, but especially this one
Let it be granted that all truths are not to be given, but

only a selection from them.

”

The granting ofsuch postulatesas these establishesbetween
the artist and the Spectator a certain agreement which may
be called a convention, and in this sense both painting and
etching are very conventional arts. But I wish to mark a

clear distinction between this kind of necessary mutual under
standing and w hat asound criticismwould denounce asablame
worthy conventionalism. Let me give two instances to make
my meaning plain. There is a right convention between
educated spectators and educated artists, by which it isagreed
that the dull and low light of oil-paint shall be understood to
mean the splendour of the sun. This convention is a right
one, because it is in obedience to the nature of things, for
without it asunset could not be represented in painting. Now

let me give an instance of bad and foolish conventionalism.

There was a conventional understanding amongst amateurs
some time ago that the green of landscape was not to be
painted. There was nothing whatever in the art which
opposed itself in this instance to the free rendering of nature.
O il- paint, and water- colour also, could render green with great
truth and power. The obstacle to the employment of this
colour came from a purely arbitrary conspiracy amongst con
noisseurs and amateurs, by which they had determined that
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when fresh greens were introduced into a picture the work
should be understood to be a bad work of art. Foolish con
ventionalisms of this kind appearas if they were devised for
the express purpose of restraining the development of the fine
arts, and although they originate with persons who profess to
take an interest in the advancement of art, their influence is
wholly noxious, and osiginal men have to spend their force in
contending against them

,
as Constable contended against the

absurd prejudice which I have just mentioned as an example.
Now , in comparing the E nglish with the French mind in

relation to fine art , I should say that English people generally
are much less liable to this latter kind of prejudiced conven

tionalism than the French are, and that so far they have a
very great superiority over the French, but that, on the other
hand, they are just as far inferior to the French in the capacity
for entering into right conventionalisms and for granting
necessary postulates. The English public has for the last
twenty years been singularly free from all conventional preju
dices about the fine arts, and there is no country in the world
where new practices in painting have so good a chance of
being fairly estimated on theirmerits as they have in England.

But the E nglish seem to have a peculiar difficulty in entering
into those tacit understandingswhich the fine artsmust always
presuppose. Let me give an instance of what I mean. I n

Mrs. O liphant’sadmirable novel A Son of the Soil, she gives a
fine description of a rainbow ,

and then permits her readers to
see what ayoung English gentleman thinksabout it. Young
Frankland at the window could not help thinking within him
self what a beautiful picture it would make ‘if any of those
painter- fellows could do a rainbow .

’

Let us try to get to
the bottom of young Frankland’s ideas on the subject. H e

thinks a rainbow cannot be “ done ” in painting, because his

Observe the note of contempt with reference to artists those painter

fellows.” This is quite usual in English fiction . The readerw ill find an essay on

the subject, entitled
“Artists in Fiction.

”
in myW M A”.
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eye does not receive the same sensations from a painted rain

bow that it does from a real one, or, in other words, the
“painter- fellows” cannot imitate the rainbow absolutely. H ere
is just one of those very numerous occasions on which the
artist presupposes a tacit understanding between art and

criticism
, orwhat I have called a necessary convention. Paint

ing cannot give the splendour of the rainbow, so we have the
postulate : Let it be granted that the painted rainbow is not
to be so splendid as the natural one.

”
Frankland does not

understand this ; he does not see that the painter- fellows”

ought not to incur contempt because they have not done that
which they never pretended to do. H e does not enter into
the convention which is necessary both to the practice of art

and to its enjoyment. H e is intensely E nglish in this ; it is
an intensely E nglish idea that the purpose of art is imitation,
and that where imitation is not ach ieved, art is a failure. Now

let us go a step farther. For a painted rainbow let us substi
tute an engraved one. What would young Frankland say to

that ? H e would say that the engraver w as an idiot to
attempt it. H ow can youim itate a rainbow with black lines ?
The answ er to all such criticism as this is that the artist pre
supposes a certain understanding between himself and the
Spectator. I n the picture the convention w as that art should
not be expected to imitate natural light, in the engraving that
neither light nor colour should be imitated. But a finished
engraving might still imitate the gradation and semi- trans
parency of a rainbow, and, in fact, these qualities have been
often rendered in engraving. Yet even these are not indi
spensable to a work of art. A rainbow may be “ done ” with
a few strokes of the etching- needle, orwith common pen and
ink, and be quite noble and valuable work. H ardly any

imitation is possible with these limited means, yet they are
right in art, and imply no weakness or folly on the part of the
great artists who have so often used them. By the help of a
convention into which the Spectator is invited or supposed to
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served, w ill ltave a better ej ect, w ill liar/e more tite appearance

qf coming from a master-band , that is, in other words, will
have more the characteristic and generale of nature than tite
most laboriousflair/ting w ltere tltis breadtlt is lost or neg lected.

”

A century later Mr. Seymour H aden wrote an article in
the F ine Arts Quarterly Review ,

which inculcated the same
principle.
What, then, is the amount and kind of previous know

ledge and skill required by the etcher? I t is an innate
artistic Spirit, without which all the study in the world is
use less. I t is the cultivation of this spirit, not arduously but
lovingly. I t is the knowledge that is acquired by a life of
devotion to what is true and beautiful—by the daily and
hourly habit of weighing and comparing what we see in

nature, and thinking of how it should be represented in art.

I t is the habit of constant observation of great things and

small, and the experience that springs from it. I t is taste
which, a celebrated painter once said, but not truly, is rarer
than genius. The skill that grows out of these habits is the
skill required by the etcher. I t is the skill of the analyst and
the synthetist, tbc skill to combine, and tire skill toseparate—to
compound and to simplify—4 0 detachplane fromplane—tofuse
detail in to mass—to subordinate defin ition to space, distance,

ligltt, and air. Finally
,
it is the acumen to perceive the near

relationship that expression bears to form,
and the skill to

draw them—not separate ly—but together.”

There have never been wanting, since art was practised in
E ngland, countrymen of ours who understood these things,
and, therefore, who understood etching, but they have been
too few in number to encourage sufficiently an art which
depends upon a multiplicity of buyers. I t is necessary here
to enter briefly upon a question foreign to artistic considera
tions, the purely commercial question. The fine arts depend
upon a sufficient sale of their products. This brings us to
one of the most surprising peculiarities in the commerce of
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the fine arts, one of those peculiarities which no human being
would ever guess by his ow n wisdom, but which the experi

ence of business teaches us. To a person not practically
versed in such matters, it would seem that the power of

multiplying a work of art would be a source of wealth to the
artist. I t certainly would be so in any manufacture which
had simple utility for its purpose, and was not in any way

dependent upon opinion. No one could create a fortune by
making steel pens, if steel pens were not multipliable by the
million. Nobody could become rich by drawing designs on
calico, but calico-printers become immensely wealthy by
multiplying such designs. I n the region of fine art, on the
contrary, the product ions w hich are multipliable bring in

less to the producer than those which are not multipliable,
and it is positively amisfortune for an art that its products
should have facilities for being multiplied. Painting is luc
rative, because every picture is unique. I f pictures could be
printed in perfect colour, no single copy would be worth
more than a small fraction of what the original is now , and

it is likely that after deducting the expenses of printing
,

with the profits of the publishing and the retail trade, the
net proceeds for the author of the work would be much less
than they are at present. There is, indeed, another side to
the question which we may not altogether overlook. When
the sale of awork of art is very great, then indeed the aggre
gation of small profits on many copies is a compensation for
the loss of uniqueness in one of them. A very popular
novelist is a producer of works of art who finds it greatly to
hisadvantage to be able to multiply his products. But now

consider the position of the etcher. H is work is not unique,
on the one hand, like that of the painter, and on the other
hand, although it could be multiplied as novels are, if there
were a demand for it, this is not practically an advantage
owing to the absence of such a demand. The etcher has,
therefore, to a certain extent the disadvantages of artists in
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colour and artists in language
,
without enjoying enough of

the advantages of either to be a compensation. H is works
are multiplied, and therefore they are not unique, but they
are not multiplied enough.

The commercial experience of artists who can etch and
paint equally well is, that they cannot afford to etch. This is
the real reason why so little has been accomplished by the
E nglish school. Collectors will give a thousand pounds, or
three thousand, for a picture, but they will give a high price
for an etching only when other people cannot get it, and in
the case of a new plate it is known that anybody can get it.
Men do not purchase pictures,” Archdeacon Fisherwrote to
Constable, because they admire them, but because others
covet them The truth is, that the motives for purchasing
are mixed, but that one of them is to have the satisfaction of
being envied. This accounts for the extraordinary value of
unique things.

E tching has been practically sustained in England by the
occasional laboursofpainterswho have worked simply from an

interest in the art. A few of them have reached considerable
technical skill, even in this desultory way, and with this very
slight degree of external encouragement, one or tw o have
produced etchings which will bear comparison with the finest
work of other countries and times. Many amateurs have
attempted etching in England, and avery few have succeeded.
E tching clubs ex isted in E ngland long before the founda

tion of the French Socie'té des Aguafortistes. The elder club
was composed from the first of many well-known painters

,

w ho met together in a friendly way, and illustrated some
favourite poet, or combined to publish their ow n independent
inventions. Their first publication was the Deserted Village

of Goldsmith, accompanied by eighty etchings of small size,
and finished carefully. Many of them are very pretty

, and

they have a predominating character, evidently derived from
the delicate little engravers’ vignettes which were common
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aimed at making etchingpretty. The art is versatile enough
for anything, and if youaim at prettiness youmay attain it,
but every art has its ow n especial tendencies, and it does not

seem that the tendencies of etching lie in that direction.
A strong direct expression of consummate knowledge and
passionate feeling are what the art is best suited for, and
most of its grandest works are not only not pretty, but their
qualities are vigorously the Opposite of prettiness. Whilst
fully recognising the different merits of English work, its
sincerity in the study of nature, its general absence of false
pretension, its good inte llectual or literary qualities which
enable it to interpret the masterpieces of literature, often with
great liveliness and a true sympathy with the writers, I have
always regretted that on the technical and pure ly artistic side
it should have done so little towards educating a public
which needed educating somuch. There has been a technical
mistake, too, in very much English etching, that of struggling
painfully after tone. The failures to w hich this led are so

obvious that they made me Speak of some English etching
,
in

the first edition of thiswork, with a degree of severity which I
have since regretted, not that I wrote anything which was

untrue
,
but what I did write might have been expressed more

kindly. Yet I was not alone in the dislike to that kind of
shading which is at the same time elaborate and false in
its tonic relations. Mr. Ruskin wrote against it later

,
briefly

and decisively, going much farther than I had done, and
asserting that complete light and shade was never possible in
the art at all, whilst allgood etchingswere done with few lines,
a decision which at once condemns the entire work of the

E nglish Club’ and the greaterpartofforeignwork along with it.
The plain truth is, that the more we learn of light and shade
the less we feel able to endure that which is patiently and
elaborate ly wrong ; and it is not much to be wondered at if a
critic is led to write severe things when he sees artists of

Eacept here and there some outline sketch by asculptor.
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reputation taking great pains to shade properly, then trusting
theirwork to an acid bath which upsets the relations of all its
tones, and finally publishing the Spoiled plate. This is the
reason why critics who love light and shade most are likely to
be the least tolerant of it after disasters in the acid, and it is
these very critics who are likely to insist most on the capacities
of the line in etching, because the line is so much less depend
ent for its effect upon a precise accuracy in biting.

One of the most important events in the history of English
etching was the appearance of Mr. H aden’s plates in 1866 .

Full just ice is done to the merits of these works in the present
volume, so that the readerwill not suspect me of undervaluing
them, if I express my lasting astonishment at their immediate
and decisive success. The public was apparently very little
prepared to appreciate work of that uncondescending kind,
and the press had never shown much knowledge of the

subject, yet the native force ofMr. H aden’s manner overcame
the general apathy, and great numbers of people who had
never heard of etching before, or who thought it meant draw
ing with the pen, were made aware of the existence of the
art by the articles on Mr. H aden’s publication. I t seldom
happens that the fashion selects the best man

,
but in this

instance it really did so in one especial sense. Several
members of the E tching Club were more experienced artists
than Mr. H aden, but not one of them was so purely and

essentially the etcher. I t was even an advantage to him to

be an amateur, for not having the habits of either a painter
or an engraver, he formed for himself a set of habits adapted
to his ow n peculiar branch of art, and entered into the Spirit
of it w ithout reference to any other. The quotation already
given from an article of his in a review has shown what that
spirit is. Not only was Mr. H aden’s first publication entirely
successful, but when, some years later, he published an etching
of the Agamemnon, the public took copies of it (at three
guineas each) in such quantities that, as nearly as I can

8
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calculate, the time spent upon the plate must have been paid
for at the rate of a guinea a minute.“
As we are enumerating the different causes which have

aided the revival of etching in this country, it would be an
omission to pass entirely without notice the reception of the
present volume, which certainly proved an awakened interest
in the art. Although, in its first form, an expensive book
and a book on an unpopular subject, it rapidly made its w ay
and found a thousand buyers, nor has the demand for it
ceased with the cessation of the supply. We may therefore
fairly conclude that it may have had some influence upon
Opinion, at least in drawing attention to the subject

,
and in

provoking the discussion of problems which we can never
thoroughly understand without enlarging our views of all the
graphic arts.

Soon after the first publication of this book, it occurred to
me that as there was no periodical in E ngland which would
publish an etching,

‘l
'

it might be agood thing if anew one were
founded which would make etching an important part of its
system of illustration. I wasmuch interested, at the same time,
in the new photographic processeswhich had been invented for
the reproduction of pictures and designs, and it seemed to me
that much might be done with these also. I mentioned this
idea to a friend who is a member of a well- known firm of

publishers, and he at once approved of it, so that we deter
mined to start the Portfolio, an art-monthly, the first number
of which appeared on the lat of January 1870. I t is beyond
the province of these pages to say anything of the literary side
of this undertaking, which had its ow n purposes and its own

This seems to contradict what has been already said in the present chapter

about the public indifl
'

erence to etching, but the case of the Agamannon is avery
singularexception to the general rule. The n der will understand that I cannot

mention instances of failure, which have been much more frequent.
‘l' I mean as aworlt of art . A few etchingsmay have been published iuoue or

two of the oldermagazines, but simply as comic illustrations, or likenessesof cele

h ated men, not forartistic interest orquality.
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absolutely deprived of all encouragement in money,‘ and was
kept alive only by the occasional labours of a few painters
w ho pursued it in their hours of leisure. I t was rather
fashionable at one time amongst ladies as an amusement

,
and

a manual of the process was published for theirguidance ; but
an art which taxes to the utmost the powers of the most
accomplished artists, and their patience, is not well chosen as
a pastime, and is seldom persevered in long.

I n looking to the future of etching in this country, I have
some h0pes, but they are of a very moderate kind. The

Portfolio will go on doing its work, and prevent the appear
ance of an etching from being utterly unfamiliar. Once
in a century some genius may appear and attract atten
tion to the art, as Mr. H aden did. But before etching can

ever be generally understood in E ngland there must be a

complete revolution in the national habit of thinking about
art. The majority of E nglishmen have hitherto believed art

to be simply an imitation of nature ; they must learn to think
of it as an interpretation ; they have believed it to be the

work of the eye and the hand they must learn to think of it
as

“ the work of the mind.”

Except in the case of Mr. Haden, and even in hiaeaae, the euoouragement

came unexpectedly after the plateawere publiahed at hiaown flak and not aa

h ducement to etch them.
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[
N a

“work devoted exclusively to one branch of art, it

may be thought that artists ought to be studied only in
that ; but I find that their labours in other departments
throw light upon all their work, and when a painter has
done great things on copper, it is always interesting to know
what he has done on canvas. There is no difficulty here with
regard to Turner ; his pictures are so well known

,
even the

collect ion which was his bequest to the nation represents him
in all respects so perfectly, that every reader who cares about
art, and has been in London, is sure to have formed an opinion
of Turner from the original documents themselves. Even in
the case ofAmerican or colonial readers

,
the engravings from

Turner’s pictures in oil and water- colour give an idea of his

quality as apaintersufficiently comprehensive forourputpose.
Of all his powers, the one which just now most immedi

ately concerns us is the minute subdivision of weights of

colour
,
as lights and darks, which made his tonality so ela

borate, so much more elaborate than that of the landscape
painters who preceded him. This was the technical quality
w hich, more than any other, made his works translate them
selves so well in engraving. I have said that perfect tonality
in etching is difficult and rare ; there are instances of it, but
these instances are not numerous. I f we could suppose the
position of a critic who, whilst remaining entirely ignorant of
what Turner had done as an etcher, had nevertheless made
himself conversant with the works of all the notable etchers,
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we should not be far wrong in guessing that the critic’s
strongest feeling of curiosity about the etchings of Turner
would be concentrated on this one point—their tonality. H e

would be anxious to ascertain how far this great master of
tonality had overcome the difficulty of it in etching ; and if
with this feeling he came across a collection of Turner’s
plates, he would be much disappointed. Turner was a first
rate etcher are trait, but he did not trust himself to carry out
chiaroscuro in etching, and habitually resorted to mezzotint
for his light and shade. H is etchingswere always done from
the beginning with reference to the whole arrangement of the
chiaroscuro, and he never laid a line with the needle without
entire understanding of its utility in effect. But the effect
itself, in Turner’s etchings, is always reserved for mezzotint,
and it results from this habit of his, that Turner is not so good
an example for etchers, or so interesting a master to study, as
if he had trusted to pure etching for everything.

I had promised myself in this part of the book to avoid
technical matters as far as might be possible, because it
appears that when general readers come upon technical ex
planations they have a way of skipping them. But with
reference to mezzotint and etch ing, and the manner of their
combination, some explanation of this kind is inevitable.
An etched shade, as the reader is already aware, is produced
by lines which are drawn with a point on a varnished plate
(the point removing the varnish where it passes), and after
wards bitten in with aquafortis ; but a shade in mezzotint is
left, and the passages in mezzotint which are perfectly white
are the places where the plate has been scraped till the bur is
all gone, and then polished with a burn isher. When etching
and mezzotint are used in combination on the same plate, the
etching is done first, and in simple lines

,
which are bitten in

more deeply than they would be if the plate were intended
to remain a pure etching ; then the plate is roughened all

overwith a tool on purpose, and which produces bur—that is,
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which is like the bars ofa portcullis. The scales of the dragon,
the heavy indications of trees, the foreground markings of

vegetation, are allso bitten that the papershows them behind
in deeply sunken hollows. From these tremendous corrosions

,

Turner passed to light indications of distance, as, for instance,
in the unpublished plate of Dumbarton, which gives one of

the most de licate and charming distances ever etched. There
is a small rough etching of E ton, with aman ploughing, with
out mezzotint, which is a good instance of Turner's tendencies
in biting

,
and is one of the most interesting of his attempts,

because it shows in exaggeration the sort of quality he aimed
at in etching.

I t is not fair or just to Turner to judge him as an etcher
by taking proofs of plates which were obviously intended for
mezzotint, and many of which have since received mezzotint,
eit her from his own hand or that of his engraver. From a

desire to economise time
,
or perhaps simply from imitation

ofClaude ’s L iberVeritatis,” Turnerneverrelied upon etching
to render effect, and does not seem ever to have studied it as
an independent art. The kind ofwork he aimed at in etching
was an indication of form, like the pen-work with which he
would often add firmness and precision to a sepia drawing.

The wash w ith the brush was to be imitated in mezzotint
, and

the difference between his combination of sepiaand pen- draw
ing, and his combination of mezzotint and etching, was chiefly
a difference in the order of procedure. When he worked on

paper, the broad washes were first given, and the pen-markings
added at the last ; but when he worked on copper, the lines
w ere etched first, and then the shades added by himself or
another engraver. This reversal of method offered, of course,
no difficulty whatever to Turner, who, having a perfect hold
of his subject, could treat it in any way he liked and what I

infer from his choice of this combination is, that Turner was
not anx ious to w in celebrity as an etcher, but merely used
etching and mezzotint as the most convenient processes
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for rendering his sepia studies. I n this want of an etcher’s
ambition lies the distinction between Turner and some other
great men who have employed the process. H e made use of
etching as an auxiliary, and worked well within the limits of
the sort of etching he proposed to himself, but he never tried
what the process was capable of. I t would have been much
more interesting to students of this particular art, if Turner
had been thrown entirely on his ow n resources, without the
help of mezzotint ; and it would have been especially interest
ing to see how far in pure etching he could have rendered the
marve llous subdivisions of tonic values which we wonderat in
his pictures and drawings. As a mezzotint engraver, Turner
ranks exceedingly high, but his merits in that art are be
yond our present purpose. One thing, however, cannot be
outside of our province, the possibility which etching pos
sesses of happy combination with mezzotint, and of which
Turner so successfully availed himself. I t is certainly a

fortunate quality in an art to be complementary of another
art, so that the two together produce results of remarkable
value at a minimum cost of labour. The great freedom and

force of the etched line, its immense power of firm and rapid
indication, are exactly the qualities in which mezzotint is most
deficient ; and though etching can by shading, especially if
helped by dry

- point work, arrive at chiaroscuro not less
elaborate than that of the mezzotint engraver, it achieves
this at an expense of toil and effort which it is not an exaggera
tion to estimate at three times the labourwhich he gives for
the same result. I t is remarkable that, in spite of the value
now attached to the prints in the Liber Studiorum,

”
this

marriage of two arts so naturally complementary has not been
more frequently repeated ; but when Turner issued these
plates they had little success, quantities of fine proofs from
them were used to light fires, and if they have risen since then
in market value

,
so that a complete set of them is now worth

hundreds of pounds
,
the rise is to be attributed. net to any
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appreciation of their quality as art, but to the fame which
Turner acquired in other ways, and chiefly by popular en

gravings from his water-colour drawings. When an artist has
once become famous, people buy his works whether they like
them or not, and they end by believing that they like them ;
but the prints in the “ L iber Studiorum” have never been
really popular, and even now , when the public may still get
some of them for a few shillings each

,
they generally prefer

a showy print from Landseer or Frith. The combination of
etching with mezzotint may, however, as art- culture advances,
become sufficiently popular to be employed in landscape
illustration on a more extensive scale ; and if this should ever
be, the etchers of the future will have the advantage of models,
in the etchings of Turner, of which it is not too much to say

that on all technical points
,
in the application of artistic

judgment to method
,
they are so sound and safe as to be

beyond criticism.

Of his mental grasp, of his imagination, it is scarcely neces
sary to speak here, but a few words on the preparatory studies
which led to his success as an etcherwill not be out of place.
H e was much in the habit of drawing forms w it/l tlzepoin t of
a sharply cut and rather hard lead pencil, and the transition
from this to the etching needle was natural and easy. I n his

system of study be divided form from light and shade, and
afterwards carried out the division in his etchings, using the
needle forform and the scraper for light and shade ; but there
is a subtle difference between his etchings and his point- draw
ings. I n the point- drawings, form is often indicated with very
little reference to light and shade in the etchings the arrange
ment for chiaroscuro is always present in Turner’s mind when
he lays his lines, and he omits all lines which interfere with it,
or even which are simply useless to it. This is a great secret,
an open secret, yet one hidden from many artists and nearly
all amateurs.

I t would not be right to leave Turner without acknovw
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Priam, sought H esperia in the woods and Turner, with that
love forwaterwhich characterises all true landscape- painters,
has assigned as the place of their fatal meet ing one of those
sweet little solitudes which from time immemorial have been
dear to poets and lovers. She is seated on the gently 310ping
ground at the edge of a shining pool ; the water has been
lately divided by stones, which to the left of the etching rise
visibly above its surface, but it pauses at the feet of H esperia,
where she sits

, as she thinks, alone. E sacus, still unperceived
by her, has just discovered her, as he breaks through the
branching fern. Over the head of the nymph bends a boldly
slanting tree, and where its boughs mingle, to the left, there
is a passage of such involved and wild and intricate beauty,
that I can scarcely name its equal in the works of the master
etchers. Over the head of E sacus, and between the trunks
of the two principal trees, is a glade full of tender passages of
light, which are chiefly due to the work in mezzotint, so that
this plate may be taken as a transcendent example of Turner

’

s

power in both arts. The brilliant freedom of the etched
branches, the mellow diffusion of light in the tinted glade, are
both achievements of the kind which permanen tly class an
artist.
Dumbarton (unpublished).—This plate was no doubt pre

pared formezzotint, but it is in some respects an advantage
forourpresent purpose that the mezzotint has not been added.
I t is scarcely probable, considering the disposition of the lines,
that the effect of light and shade was intended to be a powerful
one. The artistic motive of the composition was Space and
beauty, rather than force and contrast. The view iswide and
fair, and the last waves of the granite ocean which tosses its
highest crests on Cruachan and Ben N evis come undulating
here in long l pes to the edge of the lowland plain. Out of

the Clyde the last expression of the exhausted mountain
energy rises faroff—the fortress- rock ofDumbarton. Against
this beautiful distance.Turnerwill bring no rudely contrasting
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tree, but gives us the slender and delicate acacia,"with all its
pendent flowers. Leading thus from the faint lines of the
distance to the stronger work of the foreground, he has
obtained by this transition anaturalpassage to the massiveness
of the great trees to the left. The readeris especially entreated
to allow himself to receive impartially the full and sweet
amenity of this composition, for there are etchings of Turner
in which his many- sided mind sought qualities very different
from amenity.

Weedy foreground. Man plougking—This etching is not

to be confounded with the larger plate of the same subject
which was afterwards engraved in mezzotint. Over the plough
is aview of E ton College, and space has been left in the middle
of the plough for the introduction of another figure : to the
left awoman sits with a baby in her arms. The weeds in the
foreground are very heavily bitten, so as to give an impression
of great coarseness, but there is an etcher’s inte lligence even
in the rude marking. This habit of over- biting was due, as I

have already observed
, to Turner’s preparation formezzotint,

and intention of printing in warm brown instead of black.

I t cannot be recommended for imitation, unless under the
same conditions.

I nverary P ier. Loo/z Fyne. Morn ing—This view of

I nverary shows aswell asanything, in the L iber Studiorum,

”

what sort of duty Turner intended his coarse etched lines to
do. The combination of etchingwith mezzotint wasamarriage
of two opposite arts. Turner, therefore, avoided in his work
with the needle every kind of labourwhich might intrude upon
the domain of mezzotint ; he even did more than this, and
purposely sought in every etched line a quality the very
opposite of that softness and tenderness of tint which became
his chief objects when he took up the tools of the engraver.
The striking contrast between methods of work in this plate

M m pt perhaps in agarden.
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is focussed in the very centre of it. The pale mountain
towards Glen Falloch is engraved with aerial delicacy, the
morning shadows fall in soft gradations from the risen wreaths
of mist, and against the very tenderest passage of all, the
Opening of the distant glen, come the stiff mast and coarse
sail of a fishing-boat, of the firmest and boldest execution.

The heavily etched anchor rising out of the shallow water in
the foreground sets its iron rigidity, by a similar contrast of
method, against the soft and liquid surface. To the left this
coarseness loses itself more gradually in greater manual
refinement, and the transition from the dark boat under the
pier to the far trees on the edge of the wooded hill is managed
by a subtle blending of lighter and shallowerbitings with rich
full shades of mezzotint. The engraving here, as in the

“E sacus and H esperia,” was all done by Turner’s ow n hand.

3
'

w on . When I use the word coarse in speaking of

the etchings of Turner, or any other master, let it not be

understood in the artistic or intellectual sense, but only in
the common acceptation of the word, as we say that canvas
is coarse when the threads of it are thick and the spaces large.
There is as much artistic fee ling in coarse canvas as in the
finest web from the I ndian loom, and the coarseness or fine
ness of a woven tissue is a quality merely relative to the
keenness of human sight. The work in Turner's “

j ason,
”

w hich in common language may be justly called coarse
because the lines of it are thick and deep, is, in the intellectual
sense, considerably more refined than the most minute work
of the modern E nglish and Germans. The combination of

the highest mental refinement with some roughness of

material accompaniment is as natural as that other t ery

common combination, of perfect visible finish with low intel
lectual culture. The reader may remember Mr. Ruskin’s
vivid commentary on the imaginative force in the conception
of this dragon ; and it may be observed with reference
es pecially to etching that its merely executive qualities are
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tage of harmonising with the rugged material. When the
foreground is occupied by things whose nature is opposed to
human effeminacy, and affords enjoyment to none but our
hardiest instincts, the iron pencil may be blunt and strong,
and the hand of the artist resolute ; but we might not safely
infer from the success of such work as this that it would be
we ll to apply a like method to all foregrounds. A living
aquafortist has advanced the theory that all foreground work
should be Open and coarse, and that the lines should become
finer and closeras they recede into the distance. I n the case
of a subject of this kind the theory is sound ; but when,
instead of an impression of wildness, we would convey an
invitation to repose, it may be wiser to allure the spectator
by surfaces wh ich promise him ease. Mountain scenery
has hitherto been very incompletely illustrated in etching.
There are immense difficulties in the treatment of distant
effect which have not yet been overcome either by the old

masters or our contemporaries. Turner’s use of mezzotint
was an evasion of these difficulties, and the effect of drifting
mist and broken light beyond the bridge in this design is
rendered in pure mezzotint.
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etchers. The dramatic conception is lively and good, but the
workmanship is uninteresting and commonplace.
AndrewGeddes was a good etcher

,
hitherto not sufliciently

appreciated. H is dry
- points are especially fine ; the one of

a little girl holding a pear is charming for its freedom and

grace. There is a portrait by him with the odd title “Give
the Devil his Due,” very luminous and well modelled ; and
another portrait of a lady in a hood, of which the reader is
recommended to study an early impression of the fourth state.

The hood is exceedingly fine in dry - point work. H is H ead
of Mart in, an auct ioneer at Edinburgh

,

”
is very clever and

characteristic : I only know one state of it. H is landscape
without title (a clump of trees and wooden building under it)
is free, and right in workmanship. I n the first state there is
no signature, and the sky is dirtied with sandpaper. I n the

second state the sky is cleared, but light indications of cloud
are introduced : there is still no signature. I n the third and
fourth states there is a signature in the right hand comer, and
a sulphur tint is introduced for cloud. Of these states the

second is technically the best, and may be taken as a fair

example of dry
- point. Th is landscape and “The little Girl

with the Pear,” like the Pope and Censer” and “Gentleman
at his Des of Wilkie, are enough of themselves to entitle
the author to honourable mention.

WILK I E . Tlze Pope examining a Comm—As this is one

of the finest etchings ever produced in England, it may be
worth while to inquire what are the sourcesof its power. The

draughtsmanship is of that happy kind which, fully possess
ing precision, allows itself perfect freedom. There is a close
analogy between freedom of this kind and the freedom of the

most beautiful manners. Clowns have freedom amongst
themselves, but they have not manners ; semi- gentlemen have
manners without freedom,

because they think about rules, and
force themselves into a disciplined conformity ; but in the
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perfect gentleman the time of discipline is past, and his

manners are as free as if he had never submitted to it. The

work in this etching is so easy, and at the same time, where
necessary, so accurate and precise, that if it were the only
production of its author we should infer from it the long
labours of his youth. The firm drawing of the Pope’s face and
the fingers of the left hand, the true and graceful festooning of
the rapid lines which indicate the censer- chains, contain the
two extremes of freedom and precision in method, between
which the greatest etchers range at will. The Pontiff has a

royal naturalness of attitude, and quietly examines the work
of the goldsmith

, who presen ts it humbly on his knees.

Tbe seat of [lands—This plate has no title, but is marked
in the British Museum “ Boys and Dogs. Two boys are

making a seat by grasping each other’s arms, and a girl, who
is going to sit dow n upon it, is criticising the arrangement.
A dog precedes the party. I t is a graceful little subject , like
those which were often adopted by the best portrait painters
of the last century in family groups. The execution is very
spirited and light. The rich dry- point work in the third state
has much improved the plate . The opportunity is a good
one formarking the difference betw een curiosity- collecting and
the love of art. I know not whether the first state of this

plate is rare or common , but I know that if the first state
is rare, and the third common, all genuine collectors for
curiosity will pay ten times as much for the incomplete as
they would for the fin ished work. I t is only art istic criti
cism which sets the highest value on the latest states. Of

course the plate must not be worn, but a real judge knows
a good proof when he sees it without any mark of rarity to
guide him.

Ge ntleman at lzis Desk—A gentleman is seated in a large
arm- chair, and is writing a receipt at his desk . A man is

wai ting for the paper, and stands behind the chair. The

gentleman
’

s wife is looking on whilst he writes. There is a
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dog, which is scratching itself, and there are several small
details, such as a boot-jack, sticks, etc. N ext to the masterly
indication of character in the faces and attitudes, this plate is
remarkable for its sound quality of dry- point work. I f the
reader is a practical etcher, he ought to study the rich effect
of the background, the darks under the bureau, and near the
gentleman’s feet, and the slight yet suffi cient indications of

detail.
Reading the Will—A lawyer, who is seated on an old

fashioned chair, with his back to the light and a large table
before him, is reading a will to expectant heirs. The study
of expression is of the kind which made Wilkie popular, and
need not be expatiated upon in this place. Wilkie seems to
have hesitated between two directions as an aquafortist. The

execution here is of the sort common in England, the execu

tion of the Pope and Censer” of a sort unfortunately not so
common. I f etching were limited to work of this kind, it
would be truly no better than a somewhat easier substitute
for engraving ; having indeed the advantage of being executed
by the artist’s own hand, but beyond this no special quality or
power. The steady equality of workmanship, the patience to
bring all things to an equal point of finish, may prove sanity
of mind and freedom from all morbid irritability of nerve, but
it proves also some dulness of perception by its very impar
tiality, and a state of mind which differs from the high artistic
Spirit by its perceptible tendency towards Philistinism. For

Philistinism penetrates even into the very realm of art itself,
and may be always known, even in its feeblest manifestation,
by a sort of prosy conscientiousness.

GEDDES. L ittle gi rl Izola
'

ing apear.
- She is seated on the

ground, and wears a white dress ; her head is relieved against
a dark tree ; she holds out a pear in her left hand. The dress
is very slightly indicated. The whole work is in dry - point.
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I
T has been one of my purposes in the course of this volume
to direct the reader’s attention to the most Opposite kinds

of etching, in order that he might fully appreciate the versati
lity of the art, and have the widest possible field for technical
choice if he intended to practise it. Mr. Ruskin’s work in
etching is very different from that of all the artists whom w e

have hitherto been studying, and, therefore, for that very
reason, if for no other, would probably deserve our attention.

But Mr. Ruskin has other claims than the originality which
Springs from perfect sincerity. H e draws landscape and

architecture with the most delicate feeling and the clearest
knowledge, so that, although not professionally an artist, he is
certainly an accomplished practical student of art.
Mr. Ruskin’s merits as a draughtsman would perhaps have

obtained a more general and decided recognition if they had
not been overshadowed by his celebrity as awriter. The dis

position to deny capacity in two different occupations is so

strong, that a good writerhas always a peculiar difficulty in
obtaining recognition as a painter or draughtsman. This
prejudice is especially strong amongst professional painters,
who are generally slow to admit the merits of a student who
is what is called an amateur,” that is, who does not labour
for his bread. I f they cannot deny the excellence of his work,
they will sometimes even go so faras to say

“ he did not do

it ; some artist did it for him.

”

An instance of thiscame one dayundermy own observation, and ismentioned

here because the case is a typical one. I was looking through the portfolio: of an
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The exact truth about Mr. Ruskin’s work in practical art
seems to be this —H e is a thorough student, but not an artist,
and if not an artist it is rather from self- imposed limitations
than from any natural incapacity. I am not sure

,
however, that

in his th inking about art Mr. Ruskin has ever got quite clear
of the prevalent English conception of it as a simple imitation
of nature, already noticed in the chapter on the revival of
etching in E ngland, and his practice seems to have been sub
servient to this conception. The desire to represent nature as
in amirror, and the feeling that the work is safe from criticism
when this is done as nearly as the means at the disposal of
the artist will permit, appears to lie beneath Mr. Ruskin’s
practice and to account, at the same time, for its merits and
for its limitations. The mirror- theory advocated at Oxford
may be taken as evidence of this, and there is a sentence in
the preface to the fourth volume ofModern Pain terswhich, in
a very few words, conveys to us the author's views of artistic
responsibility. Speaking of his ow n beautiful draw ing, which
was engraved as a frontispiece to the third volume under the
title Lake

, Land, and Cloud," the author says the sky is a
little too heavy for the advantage of the landscape below ; but
I am not answerable for the sky. I t was tlzere.

”

For this view of artistic responsibility all that can be justly

eminent painter who is usually very severe in his criticism of Mr. Ruskin, and

finding one of the best soft
-

ground etchings in the Seven LampsofArchitecture.
”

I thought the opportun ity a good one for bringing my friend to admit some artistic

capability in the etcher. Tomy great surprise, he entirely agreed in all I had to

say in favour of the plate but when I came to the conclusion, and congratulated

my fi end on having overcome his prejudices against the author of the Seven

Lamps,
” he answered me w ith the follow ing syllogism Aman ignorant of art

cannot produce agood etching . Ruskin is ignorant of art, therefore Ruskin has

not produced this etching.

”

The fact that the plate was signed R. dd . are. made no difl
'

erence, and of

course themore I show ed the command ofmeansofwhich the plate gave evidence,
the less w ould my friend believe it to be Mr. Ruskin

’

awork. Every good quality
in the work of art was considered, not as evidence that Mr. Ruskin wasan artist.

but that, being an amateur, he could not have done it.
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said is that it may be admissible with reference to a study,
done for the studen t’s own private instruction, and not in

tended to be shown to the public Suppose the case of an
artist and his pupil working together from nature. The artist
says, “ your sky is a litt le too heavy for the advan tage of the
landscape below the pupil replies, I am not answerable
for the sky,

it was tlzere. What, after such a defence, would
be the master'smost fitting rejoinder ? I t would be something
of this kind. H e would say Well

,
as a simple piece of

imitation it may pass, since youtell me that the sky was there,
but it would be well for you to begin to exercise your
judgment as an artist, and if this were a picture, instead of a
mere memorandum, youwould be fully answerable for the
sky, and for everything else, whether it was there in nature or
not.

”

Mr. Ruskin is not alone in the be lief that it is possible for
an artist to relieve himself from all the higher artistic respon
sibilities, on the plea that what he has represented is a fact.
I t is a prevalent national error to believe this, and to think
that the test of truth is final.‘ I t is not final. The essence of
art is not to copy arrangements which actually exist, but to
make more admirable arrangements Of its ow n . When the
sky does not suit the landscape (which very often happens),

I w ell rememberbeing in the studio of an artist in London when a picture

by ayounger painter was shown tome, and I criticised it on the ground that a

sharply
-defined patch Of very vivid green grass was injurious to the balance of

colour. I am not answerable for the grass,
"
said the painter,

“ it wasum .

”

Then the elderartist said Would youhave him alter nature ! Neither of them

hismaterial. They seemed to think that if I did not acknow ledge the infallibility

of nature it must be in deference to some conventional rule, and they said that, in

their opinion, nature was a better authority than conven tionalism. Now what I

advocate is not authoritative conventionalism. but the use of Me mind in art, the

exercise of the artist
’

s own judgment, of hisown taste and good sense, in selection,

rules whatever. The one thing which seems to me essentially unartistic is the

abdication of imperial faculties in order to bind down eye and hand to the servrle
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imperfect execution of the plates.

” Desiring merely tomake
them illustrative of my meaning, I have sometimes very com
pletely failed even of that humble aim ; and the text, being
generally written before the illustration was completed, some
times naIvely describes as sublime or beautiful features which
the plate represents by a blot.” The sincerity of this self
criticism was proved later by the withdrawal of these etchings
from the work, and the substitution for them of engravings
from drawings by the author.

The plain truth appears to be that the soft- ground process
involves just the same difliculty of biting as the point process,
whilst there is an additional uncertainty about laying the

COpperbare to the exact degree which the artist desires, hence
the liability to “ blot,” and rebiting is more diflicult than in
line etching, if indeed it is not altogether impossible. Nor is

there anything in the result which is positively superior to
lithography, except a mere matter of convenience in getting
rid of the weight and fragility of lithographic stones, 3. con

venience which is counterbalanced by the greater cheapness
of lithographic printing. For these reasons I intend to say

no more about soft- ground etching in this volume, except that
if the readerwishes to study it more thoroughly, he will find
examples of it in Cotman’s works.

’

Mr. Ruskin’s work with the point in the ordinary ground
is either from studies of his ow n orafterTurner. I t isalways
delicate in drawing, but intentionally very simple in the biting,
and

,
therefore, in comparison with the powerful and complex

work of the best professional etchers, it is elementary. The

Soft-ground etching is one of those processes which appear extremely easy
when youread a description of them, but which are treacherous and diflicult in

reality. Youhave nothing to do but draw w ith apencil, remove yourpaper, and

bite. This is the technical theory, but in practice w e find that details are Often

muddled together, that intended gradations are often either spoiled or wholly

absent, and that weights of tone often come in wrong relations in the biting. The

process gives wonderful texture, how ever, sometimes, and for certain things, and

aquality in some shades not unlike the good quality of the new film -err.
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readermay study it with advantage for the extreme truth of its
forms and the accurate Observation, whether of nature or of

art, which is proved by the choice of line and of shade I f

Mr. Ruskin has not gone farther in the direction of complete
chiaroscuro , we know that it is because he cares too much for
truth of light and shade to trust anything elaborate to so

hazardous a means of engraving as the acid bath. When he
wants a chiaroscuro study to be reproduced in its full strength,
he does not etch it, but has it engraved by Mr. Armytage or
Mr. Lupton. The wisdom of this is beyond dispute, yet it°is
not always necessary that art should be faultless in execution
in order to produce its impression upon the mind. The

imperfect etchings in the Seven Lampsare of themselves asuffr
cient proof of this. Their imperfection is seen at once , and as
qu ickly forgiven—forgiven for the sake of the life and feeling
which make them precious in Spite of it. What does it matter
that some details should be blotted here and there, some
shades bitten too much or too little, when the result is that
ideas of nobleness or power are, if not quite accurately
expressed, at least very vividly suggested ?

Capitalfrom the low er arcade of tireDog e
’
sPalat e, Ven ice.

When the Seven Lamps of Are/ziteeture was published many
years ago, I knew little about any fine art, and less perhaps
of etch ing than of others which came habitually in my way
but this capital from the Doge’s palace, from its magnificent
depth of shadow and the imaginative grandeur of its foliage
and birds

,
always had a singular attraction for me, and

increased my enjoyment of Gothic capitals generally. I t is

rather a note of shadows than a study of forms, but the forms
themselves ow e half their grandeur to the shadows they cast.
The loss of detail in the shadows is not entirely defensible,
because there are generally reflections strong enough to show
more detail than is visible here but the hints and suggestions
in this etching have a stronger effect upon the imagination
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than work more completely made out, and it is to be ac

counted a merit that whatever else is lost the artistic aspect
is always preserved, orat least its preservation has been the
etcher’s principal aim. The first springing of the massive
mouldings above the capital suggests the weight of the entire
arch and though the system of light and shade resembles too
closely that of photography, there is a life in the marking of

the wild foliage and quaint long-beaked storks which photo
graphy would not have given, for it is not wholly attributable
to him who carved the stone : the stone- cutter left, no doubt,
the lines of that cornice more simply mechanical than we see
them here, and for the picturesque charm of its now broken
and various surface we have to thank the artistic feeling of

the etcher. A classical designer neither could nor would
draw architecture in this way, because if a line had been
straight at first he would restore its straightness and draw it
rigidly with a ruler, ignoring accident and decay. Mr.

Ruskin’s opposition to the classical spirit has been rather
artistic than philosophical ; but a man who aspires to be an
etcher can scarcely hate classicism too ardently, and a single
piece of cornice drawn mechanically, like the Roman Gate of
Autun in the Saint Symphorien of I ngres, would go farther
to ruin an etching than any of the technical imperfections in
this.

Part qf tlte Catltedral qf Saint Lo, Nm ainly—An arch
with small statues under canopies, above it a light gable filled
with tracery and decorated with crockets, terminating in a

finial. Behind this gable is a light gallery Of tracery, at the
angles of which are pinnacles. There are several defective
and weak parts in this etching, but it is delightful for a

pathetic fidelity. Observe how every fragment of the beauti
fulbroken foliage between the crockets is noticed and recorded,
and how entirely free is the etcher from any temptation to
restore the fragments which are lost. When a stone is so far
decayed that the sharp lines of its sculpture are all gone, the



https://www.forgottenbooks.com/join


2 86 RUSKI N .

white and dark marble of the arch, which is of precisely the
same force on both but there are valuable gradations in the
sculptured mouldings, and much interesting variety Of line.
The light on the wall behind the arcade, between the columns
under the shadow of the arch, is the best bit of illumination
in the whole plate.
Pass of Faido. S imple topograply .

—An etching in few
lines, without any indication Of light- and- shade, having for its
unique purpose the clear expression of the truth about moun
tain form. The principal exercise of the mind in such work
as this lies in the selection of those lines which are most ex
pressive of structure. This is a kind of drawing which would
be very useful to men of science if they could do anything so
truthful, which by some strange fatality they never can. As

I look at it, I think what a pity it is’ that De Saussure, for
example, had not been trained towork of this kind, instead of

being dependent upon the feeble draughtsmanship of his

assistants and the miserable engravers who reproduced their
drawings. The means used here are as simple as they pos
sibly can be. The main lines are given

,
and a few markings,

that is all. There is nomodelling and no illumination. Local
colour also is omitted. Yet with all these omissions such is
the explanatory power of the line that the mountain forms are
made plain to us.

For a scientific purpose
,
this kind of etching may be most

useful, but it cannot be practised byan artist without danger.
I t is perilous forhim, because in doing it he would no longer see

all the elemenfs of landscape effect simultaneously
, and give

a resume of the whole, but would look only for the outline
and certain markings which exhibit construction

, so becoming
blind to many other things which it concerns him equally
to observe. I n a word, this etching is an example of abstrae
tion, and abstraction of a kind which is rather scientific than
art istic
There is a strong temptation to draw mountains on these



RUSKI N . 2 87

principles from nature, because it is the only kind of deliberate
drawing which can be done from nature amongst mountain
scenery at all. I f youstudy such scenery in light and shade
or in colour, yourmemoranda must be so rapid as to miss the
delicacy of the forms.

Crests of La Céte and Taeonay .
—A study of the same

kind as the preceding, but much more beautiful, on account
of the indescribable grace of the natural lines, which the artist
may have slightly exaggerated in his love for them. As an

etched study this is the most perfect thing of its kind I ever
met with. I doubt whether there is an artist living in England
w ho can draw mountains with Mr. Ruskin’s knowledge of

structure and his lively sense of beauty, and I feel confident
that there is nobody out of England who can . We know ,

however, what a price has been paid for this knowledge, how
many seasons of patient labour amongst the Alps, what long
self-d iscipline in observation, and in the art of recording
observation Few can appreciate the veracity of such
drawing ; no one can value it as it deserves to be valued who
has not given many a day to labours of the same order in
some noble mountain- land.

I should have been glad to speak of some plates done afterTurner, but can

not do so in this place on account of my rule (avery necessary one) to m fina

myself to original work. The only esceptiouto this rule w ill be a chapts aa
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WH I STLER.

AMES WH I STLER is of American extraction, and

studied painting in France in the studio Of Gleyre.

AS a student he was capricious and irregular, and did not

leave the impression amongst his fellow-pupils that his
future would be in any w ay distinguished. H e never
entirely submitted to the French academical discipline, and
his artistic education, like that of many E nglish artists,
seems to have been mainly acquired by private and inde
pendent study.

As an artist w ho by this time has fully expressed at

least his tendencies
,
Whistlermay be fairly estimated now .

H e has very rare and very peculiar endowments, and may
in a certain sense be cal led great—that is, so far as great
ness may be understood of faculties which are rather
remarkable for keenness and originality than range. The

faculties which he has are pre
- em inently of the artistic

order ; he is essentially a painter and etcher, not a dramatist
or poet he is never literary, but always pictorial. And in

his pictures and etchings it is the most artistic points that
interest him most— not so much the natural material as
what may be done with it. H is O il- pictures are experiments
in colour-harmonies, and his etchings are notes of strange
concurrences of line. Whether he really loves anything I
have never been able to determine, but he has a predilection
for the wharves of the Thames, which, in a warmer tempera
ment, would have grown into a strong affection. Whistler
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may not occasionally be selected as a motive. Art is so

large, that it may express not only unity and repose, but
restlessness and confusion. I n many of Whistler's etchings
the eye has no peace, and cannot find a space of tranquil
light or quiet shade ; but after long familiarity with the art
that illustrates unity and repose, we find refreshment in this
very carelessness of unity, and even, if such a paradox may
be pardoned, a unity in their scattering and an aim in their
aimlessness.

Mr. Whistler has published a set of his plates since the
first edition of this work appeared .

! Let me especially re

commend the H ungerford Bridge (for exquisite delicacy of
I t isunfortunate, I think, that etchings like those of Mr. Whistler and Mr.

H aden should be published at such a very high price and in such a small edition.

Money was certainly not the object in either of these cases ; the real object in

charging tw elve or sixteen guineas fora few etchings is to convey the impression to

the public mind that they are very precious things, and it is certain that if the

etchings were published at a moderate price there is a class of collectors who

would cease to value them such is human nature . But, on the otherhand, it is a

misfortune for the celebrity of the etcher that so few copies of his works should be

in the possession of those who really care about the art for itself, and who do not

estimate the quality of a draw ing by the sum of money which was paid for it. A

hundred copies of a publication can do but little for the fame of its author, a

thousand might do something . In literature w e find that it ispossible to sell books

by thousands w ithout acquiring thereby any inconven ient degree of celebrity, and

w e also find that cheap editions do not degrade books, but the contrary. A

reasonable way of publishing etchings is that adopted by Mr. Sijthoff of Leyden

forUnger
’
s works, the price being £1 : 7s. for the set of ten , mounted on boards.

A still cheaperand quite practicable system is that of M. Cadart, who issues an

annual portfolio at £3, containing forty etchings well prin ted on good Dutch

paper, but not mounted. E tchings cannot be decently issued independently for

less than this, but it is relatively a popular form answering to cheap editions in

literature. The Porg
'blio gives an etching every month for half-a-crown, besides

two other full-page illustrations and a quantity of text. I have an especial dislike

to the systemof publishing very limited editions, and then destroying the plates to

create asmalldemand for the proofs as rari ties. The greatest care should be taken

not to publish a single proof after the plate shows signs Of wear, but until then

why not let everybody buy a copy who wants one i I am particularly vened w ith

M. de Gravesande for having destroyed some plates of his mentioned in this

volume when only a hundred copies had been printed. One feels that it is almost

usele- to write about things which a n be in the hands of so very few people.
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curve) the little girl leaning against a door-

post in France,
a woman inside the house cooking ; a boy seated , and hold
ing his foot (dry - point), hat on the floor, dress of black
velvet ; and the three subjects which follow.

Wappz
’

ng Wharf —The readermay know this etching by
the following indications. There isa house with bow -window s
to the right, and three common windows above. Over these
is a sign with the words, Thames Pol ice ; a second house
bears the inscription, Wapping-Wharf.” The shores of the
Thames in London used to be picturesque, and the new
embankment will remove much material that is interesting to
artists ; but the picturesque of the London river is after all

nothing but a more entertaining variety of the universal
London ugliness. The Thames is beautiful from Maidenhead
to Kew , but not from Battersea to Sheerness. I f beauty
were the only province of art, neither painters nor etchers
would find anything to occupy them in the foul stream that
washes the London wharfs ; but even ugliness itself may be
valuable if only it has sufficient human interest and fortuitous
variety of lines. The long brick streets, whose regularity
charms the least artistic section of the public, are as ugly as
Wapping Wharf, but they are not so available for etching,
because they have nothing accidental and unforeseen. A

subject like this is not only picturesque, but very quaint and
curious, full of all sorts ofodd bits of detail that come together
in a strange way that amuses and occupies the spectator.
I t takes some time to analyse any of Whistler’s more com
plicated riversubjects, and we have a pleasure in the occupa
tion, which is much enhanced by the singularskill of the
designer. I n this particular etching attention may be

directed to the delicacy of work on the principal roof, and to
the rapid but subtle sketching of the barges and Wherry in
the foreground.
Black L ion Wh arf—I take this as a representative
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example of Whistler’s peculiar qualities and faults : the
faults being, as so often happens in art, inseparable from the

qualities, and not so much to be condemned as simply stated,
to prevent them from having an influence which might become
widely and permanently injurious. I t is one of the Thames
wharfs seen across the water ; in the foreground we have a
man sitting in a barge, his arm resting on the gunwale.
N ear the shore is a schooner, a barge full of barrels, one or

two other boats, a landing- stage, a crane, several houses, and
two large warehouses, one with a long chimney. The roofs,

as usual, are studied with the utmost minuteness, and no

detail of window or balcony is missed. The schooner is very
finely indicated, but the foreground is slight in the extreme,
and is altogether out of relation to the rest of the subject.
The artist has exhausted all his darks in the details of the

shore : the blacks in a single bow -window beyond the
schooner have got down already to the very bottom of the
scale ; and as nothing in an etching can be made blacker
than pure printer’s ink, the artist has no resource left for his
foreground, and so sketches it without attempting any

statement of its relation to that bow -window . But if we
concentrate ourattention, asWhistlerdid, upon the bu ildings,
our study w ill be amply rewarded. Though the work is
very careful, it is by no means slavish, and differs from the

careful work of bad etchers more by keenness of observation
and vivacity of handling, than by any disdain for small facts.

I f there is composition, it is so consummate as to be undis
coverable ; but the very absence of it increases the appear
ance of jumble which is so characteristic of the London
w harfs. H ouses built without a plan, and figures who do

not trouble themselves about the rules of art, are the
materials that Whistler has sought : disorder and confusion
are the law of their visible existence, and not confusion of

the sort w hich in art is the most orderly arrangement and

as the absence of composition only helps the expression of
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RANCI S SEYMOUR HADEN is a London surgeon

in large practice, devoted to his profession, which he
pursues actively.

Francis Seymour H aden is an artist of rare endowment
and consummate practical skill.

These two statements may seem incompatible, but they
are both true. When a surgeon orother professional gentle
man outside of art reads this, he will wonder how it can be
possible that a practical surgeon can be also a practical
artist ; he may even go a step farther, and decide in his ow n
mind that it is not possible. H owever, whether possible or
not, it is a fact. So, when an artist who has not seen

H aden’s etchings, hears that he is a doctor and an amateur,
he may feel certain that the etchings cannot be worth much ;
but then the undeniable fact is that they are worth much, that
they are worth more than professional work generally, and
that it is difficult to find work of the same technical quality
amongst the productions of contemporary art ists, either in
E ngland or out of E ngland.

This success of Mr. H aden as an artist—a success which
is not due to any temporary fashion, but will be as permanent
as any other modern reputation of equal present importance

- is the most interesting fact which can be adduced in

reference to the great question of amateurship, and it is

worth while to consider how far Mr. H aden’s position
resembles that of other amateurs generally, and what hope
of a like success they may reasonably entertain.
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I t is true that etching has been Mr. H aden’s recreation,
and not the business of his life ; but drawing, which is the
foundation of etching, was employed by him as an auxiliary
in the study of anatomy, and men of great energy often
carry a spirit of resolution into their amusements, and a

determ ination to do what they undertake as well as they
possibly can, even when they have no intention of earning
money by it. The kind of recreation which Mr. H aden has
sought in art was not pastime, but diversion- not a way of

passing time agreeably, so much as something to divert
great energies from their usual channel. H e would never
have been an etcher at all, if he had always regularly
enjoyed the perfect health necessary to un interrupted profes
sional work ; but though his constitution is robust, there w as
a time, some years ago, when its powers were so much over
taxed that a very long rest was considered necessary, and
during this time of rest Mr. H aden produced the etchings
that we know. Since then his health has been re established,
the practice of medicine resumed, and etching all but
abandoned The production of an etching is too serious and
difficult a matter to be undertaken when the mind is pre
occupied by other interests ; and though it may require few
hours to etch a plate, these hours must be preceded by

other hours of unin terrupted tranquillity, and there must be
no anx iety about work to be done, or appointments to be
kept, just when the plate is finished. An active surgeon or
lawy er, how ever true might be his natural gift as an artist,
however consummate his acquired facility, could not, in

short intervals stolen from his profession, get himself sudi
ciently into the artistic frame of mind for the production of
good work. The reader would therefore greatly mistake
the conditions under which Mr. H aden’s etchings w ere
achie ved, if he supposed that the artist executed his plates
during the intervals of consultations. Though a surgeon by
profession, he had been compelled against his w ill to abandon



H ADE IV.

medicine temporarily, and sought occupation in etching ;
living, for the time, the life of an artist, and purposely
detaching his mind as much as possible from professional
cares and thoughts. That Mr. H aden has by nature a very
powerful and original artistic faculty I have no doubt, but it
is not so certain that he is naturally more artist than surgeon,
or that w e ought to regret the devotion of his life toa career
outside ofart. There are instances ofmen w ho are in profes
sions which they dislike, and who seek in music or painting,
often also in the more attractive kinds of literary work, a relief
from the tedium of uncongenial duties. But the case of Mr.

H aden is so far from being one of these, that he is devotedly
attached to his profession, and quitted it for art only that
he might return to it later with re- invigorated energies. H e

had long possessed a rich collection of etchings, and the

example of Whistler induced him to make a practical
attempt. The result was so far satisfactory as to be an
encouragement to perseverance, and Mr. H aden found in

etching the patience to endure a temporary pause in the
career of his serious ambition. Whilst etching the plates
which have won for him artistic fame

,
Mr. H aden had no

idea of showing his work to the public ; he did it for his

own health and delight, and neither for our pleasure nor our
praise.
This last fact brings me to a consideration w hich is

favourable to the chances of amateurs. Artists who work
for money and reputation are obliged to consult the market,
to think whether their work is likely to suit the taste which

,

for the time being, is prevalent ; and this often leads them
to much embarrassment and hesitation, and cramps the ir
true genius. They are like speakers on a platform : they
have to adapt themselves to an audience, and their success
seems to depend as much upon their knowledge of the

public as upon their knowledge of art. I n saying this, I am
not speaking vaguely, but have living instances before me ;
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How the skill came to him is still, after all explanations,
a mystery. No one ever before was able to do work of

equal quality afterso little manual practice. The anatom ical
drawing laid a foundation, and perhaps the manual precision
necessary in dissection, and still more in operations on the

living subject, may have developed a natural capacity to

apprehend form but what is so curious is that the etchings
show no trace of a dominan t sense of mere construction ;
that the scientific element is entirely subord inated to the
artistic impression, and this to such a degree that there is
no obtrusive d isplay of structural knowledge, even where it
was fully possessed, and the figures hold their places as true
landscape- figures, when any other anatomist would have
become pedantic about muscles and bones. The structure
of trees is always powerfully rendered, and, whether in
foliage, or branch, or stem, the draughtsmanship is equal to
that of any contemporary landscape -painter ; but even here
there is no pedantry of science or system, and the trees are
drawn quite freely and innocently, as if the artist knew them
on ly by the intense gaze of a simple lover of nature. This
entire subordination of science to art, in a man scientifically
educated, is a proof of immense natural spring and elasticity
in the artistic faculty itself. A never- ending subject of

wonder to me in H aden’s work is that it is not only art, but
pure art,

—art reigning unopposed in its ow n realm ; and

that the scientific training of the workman has not power to
embarrass him, but is easily laid aside

, as the old knights
laid aside their stifi' plate-armour to take their ease in robes
of pliant silk.

This etcher has had much against him the constant
application of energy to other objects, the direction of atten
tion to studies of a different order ; but one thing in his

hard professional life has been favourable
,
—he has learned

what it is to observe and what it is to work. The miserable
failure of the mass of amateurs is due not so much to their
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having other work, as to their having no work, to their
lamentable ignorance of the nature ofwork generally. When
men have not some great pursuit, they abandon culture when
they leave school, and (as a distinguished living poet said to

me in a letter) content themselveswith the current enl ighten
ment of the epoch.

”

But Mr. H aden has had for his main
pursuit one of the noblest and most stimulating of all studies,
so that he has never lost the habit of acquisition.

Of his place and rank among etchers it may be necessary
now to speak. H e is frankly a pupil of Rembrandt, but so
thoroughly modern that tradition never stands between him
and nature. H aden has nothing whatever in common with
the E nglish school of etching, and is only mentioned in this
place because he happens to be an Englishman, not as a

member of the school. H is manner is so entirely in har

mony with the nature of the art, that no man’s work, except
Rembrandt's, is a safer example in this respect. There is
never, in an etching by H aden, that uncomfortable fatigue
which wearies us so frequently in modern work ; he never
even wishes to transgress the limits of the art, but works
happily within them, as a sea- captain commands his ow n

ship. Consequen tly, he never imitates engraving, or betrays
a hankering after other methods, or wants etching to do

more than it naturally can do. As every quality has its
corresponding fault, it may be added, however, that Mr.

H aden is so rapid and decided in manner, that he misses,
by his very decision, the charm of a certain rare and precious
and exquisite indecision which one or two first- rate men
have had, and which is the last result of art. H is temper is\
rather active and rapidly intuitive. than quietly contempla
t ive ; and though his etchings prove that he is capable of
reverie and rest, he is so only at rare moments, his general
habit being emphatic and decisive. Of his imaginative
power, there is only evidence of this kind, that he turns what
he sees into something interesting and good ; but what he
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could do w ithout nature or sketches, I am unable to say.

I t is certain that he is not a literalist, not a prosaic work
man ; and though the imaginative faculty in this case may
not be strong enough to be relied upon without reference to
nature, it is certainly strong enough to transform and inter
pret nature.
Of the kind of material made use of by this artist, it

may be observed, first, that he is a master of foliage, that
he has drawn some trees magnificently, both as to wood and
leaves ; there is no better stem or branch drawing than his
in all contemporary art. H e draws boats and buildings
well, and water in the common varieties of calm and ripple,
but he does not seem to have attempted the sea-waves. H e

draws land with great truth, especially pieces of river- bank,
but apparently does not possess any especial knowledge of
mountain structure ormountain efi

'

ects. So his cloud stud ies
are confined to what may be seen in the lowlands. An

etcher having H aden’s techn ical power, and perfect leisure
for some years, might do great and new things in mountainous
countries, if he had the right passion for their sublimities.

These victories are reserved for the future ; mountains have
been painted, but never etched .

!

Out of S tudy w indow —The sky here may be a useful
example to etchers, as much for the prudence of the artist
as his courage. H e has done those things which he ought
to have done, and he has also left undone those things which
he ought not to have done. This negative side of duty is,
for cleverand accomplished artists, perhaps the more difficult
of the tw o. With the single exception of Whistler, there is
not another etcher in E ngland w ho would not have killed
this sky in trying to finish it.i

' These masses of heavy
Except scientifically by Mr. Ruskin , as we have seen, and slightly by Turner

asapreparation formezzotint.

1' This was true when written, but I think that Mr. Chattock would now etch

m h aakvrightly if it came in hisway.
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fact shadows in the misty air—all these things. and the

undulating lines which mark the flow of the rippling river,
are expressional expedients, which no simple imitator could
ever discover or apply. H e might scrawl as wildly and

scratch as faintly, but it would not be the right scraw l ing
and scratching, and he might leave great spaces of white
paper like that in the upper sky, but he could not flood it
w ith this ethereal fire.

W/u
'

stle/r H ome at Old Clich es — I t would have been
interesting to future students of etching, if Mr. H aden had
informed us which of these houses is inhabited by the great
etcher of the Thames. H e has been kind enough to let us
know where Mr. Greaves, the boat -builder, carries on his

very useful occupation, but the Thames has had many
boat -builders and only one Whistler. There is magn ifi
cent power of drawing in this etching, and brilliant arrange
ment of lights and darks. The foreshortening of the
bows of the barges, as seen from the stems, is as good a

piece of work as one might hope to find in the Royal
Academy, and there is not a marine painter living w ho

would have drawn these barges better. Their immense
force as darks gives great delicacy to the bridge, and the
light foliage beyond it ; and their cumbrous weight as a

united mass adds greatly to the thread- like tenuity of the

rigging in the distance. Of the figures in the foreground,
it is fair to say that they are neither better nor worse than
Turner’s. We have a woman in a state of much distress
because three little dogs are running after her, and she

displays her legs in a manner so pathetic as to excite the
sympathy of everybody but those two watermen with the
poles, one of whom seems rather amused at the incident.
Both woman and watermen are in a high degree Tumerian ;

that is, they are true landscape- painters figures, not to be
judged in themse lves, but with reference to the houses and
boats they accompany. Rude as they are, they give life



HADEA’. 303

to the scene, and their execution is in harmony with that
of the inanimate objects about them.

Tbe Tow r
'

ng
-patlz.—A sketch in dry -

pornt, with a rather
h igh horizon and somewhat empty foreground, on which
a lady is walking with a Skye - terrier. I t is a river
scene, where the stream is divided by an island. This island
and both shores are enriched with foliage which is reflected
in the glassy water. There is some undulation towards
the foreground, but it is smooth and bright, and reflects the

sky .

When persons, not much accustomed to etching, come
across a dry - point, they are always very much taken by its
softness ; but if the tones of dry

- point are richer, its lines
are poorer than the etched line. I n pure etching, Mr. H aden
would have drawn better poplars than these, and the other
trees would have had more variety and richer detail. The

best work here is not in the trees, nor in the sky, but the
water. The reflection of the central mass on the island is
as soft and limpid as we may desire. When water is not so

absolutely still as to become a mirror, but yet sufl
'

iciently

smooth to reflect softly, it can be rendered as well with the
dry

- point as any other instrument, for the lines needed are

all either straight lines, vertical, or horizontal, or else the
gentlest curves. The rich quality of dry -point work gives
the softness of such reflections perfectly.

A Sunset in Tz
’

pperary—I f the reader cares to compare
the powers of etching and dry - point, he may place this dry
point side by side with the etching of part of the same
subject which appeared in the F ine Arts Quarterly Review )

The difference is altogether in favour of dry - point if richness
of tone is the quality sought, and just as favourable to etching
if we value variety of line. Much will depend on the parti
cular impression towhich the readermay have access. The

one before me is so clogged with ink that the signature is a
See FineAm Quin -arty Review, No. 3, New SeriesJ anuary 1867, p. "9
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blot, and the nearer trees a mass of undistinguishable dark .

But I remember other impressions printed less heavily, in
which all the richness of the subject was preserved without
this excessive confusion. To judge a dry

-point fairly, we
must be past the stage in which its softness strikes and

captivates us, for this softness is merely a necessary property
in the process, and does not of itself imply merit in the

executant. The scene here is one of those charm ing
glimpses of river, where the stream reflects the sky before it
hides itself again under the dark woods. I t is evening, and
the time seems later than sunset ; the copy before me m ight
pass for late twilight, so lost are the details in the inky
depths of shade. Landscape art is often dear to us from its

connection with healthy pleasures and agreeable reminiscences.

Let us suppose, that we may the better enjoy this plate, that
w e have descended the river so far in a canoe, and are pausing
here whilst the sun sets beyond the dark forest. I t must, of
course, be a river wholly unknown to us, and we ought to
feel a l ittle anx iety and apprehension about our twil ight
course through those solemn woods.

S irere M ill-pond, Surreyr
—The preparation for this

volume has compelled me to examine all the most notable
etchings which have been produced since the invention of the
art. I n the course of these studies, I have looked over
several thousand plates, and, having selected two or three
hundred of the best, weighed their relative merits with the

most scrupulous care. The reader will, therefore, do me the
j ustice to believe that any expression of opinion to which I
commit myself has been preceded by long deliberation. I t

is easy to blame ; and censure has always this element of
safety

,
that there is imperfection or at least limitation, in all

human endeavour, and that he who discovers faults places
himself on a judicial seat, whilst humble admiration implies
some acknowledgment of inferiority. A great critic of litera
ture observed to me, that it needed courage to praise without
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may be almost counted, and whose trunk may be grasped
w ith the hand. But all these things are obvious, and may be
easily expressed in words that which is not so obvious nor

so easily written about, is the subtle play of soft gradations
like the modulations of tenderest music ; the passage from
all that is richest and fullest to all that is thinnest and
clearest, a transition managed without abruptness, without
violence, yet passing from extreme to extreme.
H ouse of Benj amin Davis, Smi t}: (N ew castle in -E en lyn ,

Sont/z Wales).—This may be taken as fairly representative
of Mr. H aden’s sketches on copper. A sketch of this kind
may be easily done in three hours, if the artist is clever
enough to do it at all, and it may be done as conveniently
in the acid bath as out of it. Mr. H aden has a way of

leaving large white spaces in his foreground, so that sometimes
his compositions do not seem solidly based but the advan
tage of a white space is undeniable when there is a fair

excuse for leaving one ; it afl
'

ords repose to the eye, and
gives by contrast a value to the blacks, and consequently a
brilliance to the whole work, which are not otherwise so

easily attainable. These plates at one sitting have an

advantage on the score of freshness, but they can scarcely
be either rich in detail or complete in tonality, and when
good they are rather of the nature of artistic memoranda,
than works of deliberate purpose. I n this case, although
the vehicles cast shadows, and the house is in full light, there
is a curious absence of illumination on the foliage , and the
plate has a confused look which is not altogether satisfactory.

Early Morn ing in R iekmond Park
—There is a fain t little

inscription in dry - point to the left of the plate, from one of

the songs of Shakspeare, The lark at heaven’s gate sings,”

and in the space of perfectly white paper, w hich is here
made to represent the bright early sky , the bird is faintly
visible. This poetical quotation may have been added when
the plate was retouched, for there is abundant dry - point work

,



HADE IV. 307

and a toughen ing of the copperon the foliage, w hich ind icate
labours subsequent to those with the needle. But whether the
quotation occurred to the artist in the presence of nature, or
not

,
the conception of the plate itself has a poetry of its ow n,

and it is filled with the freshness ofmorning. The contrast of
light and dark on the trunks of the great trees is somewhat
violent and excessive, and would not stand the test, the one
true test of tonality, of translation into colour. I f a painter
took this etching and tried to make a picture from it, he
could not preserve this violence of contrast, for he could not

paint his tree with pure flake white on the side w here the
sun strikes it, and pure ivory black on the other. There is
a sooty heaviness in these shades which really injures the

efl
'

ect whilst apparently adding to its force ; but the trunks
are drawn with perfect knowledge of their structure, and a
masterly indication of bark. There is a little tree on the
lower land, the summit of whose foliage is caught by the
sunshine, and as it were, burn t by it in a g litter of silvery
flame as light as the white sky itsel£ This is an exaggeration,
but a permissible one, for it helps the expression of

splendour. There is an unaccountable salissure to the left
under the sun, wh ich, whatever it may have been intended to
mean, expresses no object or appearance of objects visible in
distant landscape ; but though the plate has obvious defects,
it has the one great merit, which in etching makes almost
any defect pardonable, the un ity of a genuine impression.

Battersea Reach—The same feeling which suggested the
introduction of the lark in the preceding subject has sug

gested the balloon in this ; it helps to give the sense of space
and air, and reminds us that the white paper there is not to

be paper forus, but atmosphere. Mr. H aden’s love for large
white Spaces was never more strikingly manifested than in
the last or published state of this etching. I n the earlier
state the river was crowded with boats, but now these have
been removed wherever it reflects the sky, and a vast bright
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surface is left unbroken, a surface so bright that it is out of
relation to the actual whiteness of the sky, which we must
fancy a little brighter still. The massive sketching of the
build ings on the Opposite shore adds, by its extreme solidity ,

to the curious appearance of suspension be tween two voids.
This crowded shore, with its houses and prisons of stone,
seems to hang like a planet in the pure ether, or the I sland
of Laputa in the air. This idea is the artistic motive of the

work, and the strange charm of the etching may be due to a

vague sense of the unexpressed analogy between these sub
stantial buildings of Battersea suspended between two infini
ties, and resting apparently upon nothing, and the stern prose
of the life of man between the two eternities.

TI n Agamemnon .

’—The plate measures 1 6 in. by 75 in .

I t is drawn upon to the edges. There is no margin on the
copper. Thus the plate-mark coincides with the edges of the
drawing, and there are no ruled lines. I think that it is wise
to arrange etchings in this way generally, because the ruled
l ines are in too strong contrast with the liberty of the etched
ones, and the simple plate-mark is less formal. At the same

This etching is not included in the portfolio which contains the plates

hitherto enumerated. I t was published separately and more recently. No

etching ever published has been so successful, indeed the profits which it realised

immed iately were so great as to equal the price of a firstrate picture in the

Academy, w hilst if the time spent is considered , there have not been more than

three orfourpainters who have ever earned somuch in so few hours. Far indeed.

how ever, from ideas ofmoney-

getting was the mind of the artist when he set about

his task. H e had abandoned etching on account of professio :al duties, and it was

I who induced him to resume the point. I had just founded the Portfolio, and

begged Mr. H aden to etch a plate for the young periodical on our usual terms,

suggesting that the money might be handed over to some charity. H e accepted,

and was glad to earn something in thisway for the hospital he has founded . With
this view he went to etch the Agmmwmon , taking the copperw ith him and work

ing directly from nature, but the copper was too big for the Portfolio, so it was

decided he should do something else for us and publish the Agumm non plate

separately. This was very fortunate, as it turned out, for it is quite pod ble that if

the plate had appeared in a periodical it might have attracted less attention,

whereas, having strength to stand alone, its importance was fully recognised.
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time the slight depression of the etched surface is good and
assists the effect, making the margin like the frame to a

picture, and when ribbed or rough paper is employed the
etched surface alone is made smooth by pressure, whereas
when there is a copper margin the paper is smooth also
between the etching and the plate-mark. I n the latter case
the formality of ruled lines is now frequently avoided by
letting the etched work of the drawing come up to an imag
inary line rather irregularly.

The sentiment of this etching is very like that of Turner's
well - known picture, the T[miras

'

m I n the picture an old

war-ship of the heroic time is be ing towed to her last berth,
there to be broken up like a rotten cask ; in the etching
another such old war- ship has actually arrived at her last
berth, and the destroyers are already at work upon her. I f

there is any sight in the world which can touch the heart of
an Englishman, it is this. Until now the ship has been alive
still, though superseded by later mode ls, but now an official
decision has pronounced her to be dead, and sentenced her
to dissolution. She floats yet, and there are men in her, but
they are doing exactly the same work as the worms in a

dead war-horse. They have destroyed a good deal already.

Every mast and every spar is gone except the mizzen and
the flag- stall" at the stem, and even that mizzen is bared of
its shrouds. From figure - head to taffrail the bulwarks are
cleared away, and the timbers stand up like a shattered
battlement, showing the sky between them. As the planking
is gradually torn off it will bare the ribs from deck to deck
down to the water’s edge. But th is is not to be done to-day,

so we may look at those long rows of port-holes till the sun

is down. No more battle- thunderwill ever come out of them,

they are nothing now but so many windows without glass,
and provided with uncommonly thick shutters, some closed,
some partially lifted up. Now let us use our imaginationsa
litt le and see the old ship as she was in the day of battle
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w ith all her sails set, gliding swiftly and steadily towards the
enemy’s line, silent as a charged thunder- cloud before the
l ightning flashes. Not until she gets very nearwill she break
that om inous silence. Then suddenly half her port- holes
open together, half her guns thrust out their deadly muzzles,
a tongue of red flame leaps out from each, followed by a long
pufl

'

of smoke, and then comes such a roar l Crash go the
fly ing balls into the enemy l—Well, we have all read such
descriptions, and we all remember how ,

With thunders from her native oak
She quells the floods below ,
As they roar on the shore,

When the stormy w inds do blow ;
When the battle rages loud and long,
And the stormy w inds do blow .

Perhaps these very lines may have been ringing in the

etcher’s memory when he sat down to his task, certainly the
sentiments and recollections I have just expressed were his.
The Agamemnon was not to him merely a floating wooden
thing of rather a picturesque shape, nor was that figure
head, with its British -Greek helmet and crest, merely a

reference to the war in Troy, for the wooden Agamemnon
had been in subl imer battle than any Grecian leader.

With such a subject as this for a motive, an etcher will
do manly work if the strength to do it is in him. And this
is manly work. I know very well the sort of criticism
which would be applied to this etching by a critic who had

recently acqu ired some knowledge of light and shade, and
felt proud of his acquirement. H e would say, With the

sun in that position many parts which are left white in the

etching would be strongly shaded, for example the figure
head, fish- davit, and dead-wood about it ought not to have
been left white against that luminous sky , for they would
have come dark against it. The barge in the foreground in
the left- hand corner ought to have had its side very darkly
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supposes, of course, a certain willing activity of sympathetic
imagination in the spectator, and also some intelligence.

Art of this kind certainly does not address itself to the
stupid portion of mankind, who would do well to keep out
of its way . I t is taken for granted that when we have
seen that thin circular l ine so simply drawn above Green
wich, we shall have memory and imagination enough of our
ow n to see the orb of fire , that the black marks in the sky
w ill be clouds for us, and those on the water ripples. Just
on the same principle it is presumed that those parts which
the etcher has thought it better “

not to shade will be shaded
more del icate ly and more truly by our ow n awakened
imagination. The most that can fairly be asked from work
of this kind is that the lines in it should be first well selected
and then soundly drawn. I n this etching they are so.

I must ask the reader to give his attention in this place
whilst I endeavour to make clear a certain property of lines
which has never been critically considered. Let it be
supposed that you are working, or intending to work, in
pure line, that is to say, that you are using the line for
outlines or suggestions of outline, and for organic markings,
shading in the meantime as little as possible. Youare not

intending to shade, and yet your markings, in proportion to
their quantity, will always inevitably be so much shading in
the general effect. For example, the ngure- head, fish-davit,
etc , in the Agamm non are not shaded at all, but only drawn
organically, and yet as a certain amount of black is laid on
the paper in so drawing them, the consequence is that the
eye strikes an average between this black and the white
spaces, so that the white spaces do not seem false until we
consider them independently. And so it is with the whole
side of the vessel. Youmay find many small spaces in it

which are certainly false, taken alone, but the effect of the
w hole seen together at a little distance is very nearly right.
This principle may appear new to some readers, and yet all
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line- engraving depends upon it, for even the grey tint in the

most delicate shading with the diamond does in reality
represent an average that the eye strikes between spaces
which are perfectly black and spaces which are perfectly
white. H ence, when an artist has done much for texture in
line, it is probable that he may have been shading at the

same time, almost w ithout being aware of it. The type of
this volume is a kind of shading on the page, though quite
unintentional, and at a little distance it will make the page
look, not white and black, but grey. Now if the reader
returns to the Agamemnon with the conviction that every
black line in an etching is sure to tell as shade

,
he will

perceive that, merely by marking things or not marking
them, the artist has often suggested shade or left it unsugo

gested. For example, the sky is left very open about the
sun, but it is much more marked with cloud- lines as the
distance from the sun increases. You suspect no shading
here, and there is really none of an avowed kind

,
but all

these cloud-markings produce in the aggregate an effect of
shade, and do, in fact, give a gradation. So it is with the
markings for little waves upon the water ; they too give
graduated shade

,
though apparently intended to indicate only

form. Again, it is perfectly true that the barge in the
left- hand corner has nothing of what we call shading on its

side, where it ought to be very black if the exact truth w ere
given, but now see the subtle operation of the law just
indicated . That barge has very powerfully bitten markings
which make a dark mass of it as a whole, and the white
spaces, though broad, are so influenced by the nearneighbour
hood of the black markings that the mind is not shocked by
their falsity until it is pointed out, and even then speedily
forgives it. Replace those deeply-bitten thick markings by
pale ones, and the solecism would be at once intolerable.
The plain truth is that there is hardly any intentional shad
ing whatever in thisplate ; it is nearly all of it line-drawing of



3 1 4 H ADE JV.

definite things, and yet the drawing is somanaged and so dis

tributed as to suggest shading besides. The whole secret may
be condensed into a precept. K eep open spaces in lzglrtparts,
let your lines be few ”are and also I}: in , out in darkerparts

youmay put more and strong er markings
? I may observe

that even such things as the lines of cordage here have a
very important effect in the general distribution of light and
dark, though they do not look as if put there for that purpose.
There is a great deal of texture in this etching, especially

in the Agamemnon—some would say toomuch— but it pleases
me because it is explanatory of substance and structure, the
d irection of the lines always answering to that of the plank
ing. What I value more, how ever, than any texture is the
cunning selection of the most expressive lines in the flowing
water, as it eddies and washes past barge, and buoy, and
vessel. There is much firm good drawing too about the
cordage and the crane. Stretched ropes look easier to draw
than they really are, and they are seldom well done in etching.
There is always a slight curve in them, except in the shrouds
of a ship, which are screw ed up like fiddle-strings, and even
here there is a curve sometimes. An etcher generally does
one of two things, either he rules the line and takes all the
life out of it by so doing, or else his hand is uncertain, as
Zeeman’s was, and gives the curve weakly and tremulously.
I t is rare to find the curve of a rope drawn at once truly and
decisively.
I remember that a critic, though without mentioning Mr.

H aden by name, wrote something about attitud inising with
the free and frank line,” in evident reference to my praise of
him. Now Mr. H aden certainly does not attitudinise with
the line, but uses it with the most unaffected simplicity of

This is different fromM. Lalanne
’

s precept, and also from the usual practice

of engravers, who put many lines in light parts toget the efl
'

ect ofagrey tint. The
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CRUI KSHANK AND DOYLE .

F
EW more interesting subjects could occupy awriter on

art than the various and truly original gen ius of

Cruikshank, but I cannot speak of him here with the fulness
which his inventive faculty deserves, because the art of

etching is, in his plates, so often subord inated to the purposes
of the caricaturist, that artistic quality is hardly ever their
principal aim, and it would be foreign to the design of a

work of this kind to enter largely into the discussion of

merits which, however deserving of honourable recogn ition,
are often moral and intellectual rather than artistic. Art ,

w ith a great social or political purpose, is seldom pure fine
art ; artistic aims are usually lost sight of in the anx iety to
hit the social or political mark, and though the caricaturist
may have great natural faculty for art, it has not a fair

chance of cultivation. I t would be a mistake
,
in a volume

intended to strengthen the position of etching as a fine art,
to direct attention to workswhose interest is wholly different,
for to criticise them would be an injustice to the caricaturist,
and to speak much of their peculiar powers, a d igression.
The reader may remember the exhibition of Cruikshank’s
works, which took place a few years ago, at Exeter H all.
There was a large oil- painting in the room, representing the
bad effects of drinking too much alcohol. I ts social purpose
was no doubt excellent, but it lay outside of artistic criticism,

because there was no attempt at any one artistic excellence ;
no arrangement of form, no light and shade, no synthesis of
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colour. And so it is with very many of Cruikshank’s etch
ings ; they are full of keen satire and happy invention, and
theirmoral purpose is always good, but all these qualities
are compatible with a carelessness of art which is not to be

tolerated in any one but a professed caricaturist.
There is, however, in Cru ikshank, an artist within or

behind the caricaturist, and this artist is a personage of

exceptional endowment. H is invention is vivid, and his

power of drawing the figures invented is singularly sprightly
and precise. There are etchings by Cruikshank, though
these are not numerous in proportion to the mass of his great
labours,which are as excellent artistically as they are notable
for genius and w it, where the stroke of the needle is as happy
as the thought, and w here the student of etching may find
models, as the student of manners finds a record ora sugges
tion. I n etchings of this high class, Cruikshank carries one
great virtue of the art to perfection—its simple frankness.
H e is so d irect and unaffected, that only those who know
the difficulties of etching can appreciate the power that lies
behind his unpre tending skill ; there is never, in his most
admirable plates, the trace of a vain effort.
I never regretted the hard necessity which forbids an art

critic to shut his eyes to artistic shortcomings more heartily
than I do now in Speaking of Richard Doyle. Considered
as commentaries on human character, his etchings are so full
of w it and inte lligence, so bright with playful satire and
manly relish of life, that I scarcely know how to write sen
tenoes with a touch at once light enough and keen enough
to describe them. But they are of no value as works of art
Doyle never selects a line as the great men do, and he does
not seem to take the least interest in local colour or chiaros
curo. Though shading is employed to give projection to
the personages, Doyle’s etchings are in reality conceived
only in outl ine, and his interpretation of nature is, when
considered from the artistic point of view, so artless as to be
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almost puerile. When he feebly attempts any efl
'

ect of light,
he is always lost, and knows it ; in these cases he will frankly
abandon the effect in the same etching, when it becomes
inconveniently difficult. H is sense of the nature of material
is qu ite undeveloped, and he never draws any object as if he
had looked at it. This absence of imitative study is not, in

Doyle, due to any noble abstraction, but is mere defect of

training or carelessness of art . I t is probable that this art
lessness is an essential element in the complex influences of

his caricatures the artistic statemen t is so thoroughly naiyj

that we enjoy the satire the more, just as we laugh more
heartily at a child’s portrait of his papa than at the serious
efforts of the scientific portrait-painter. But a critic w ho is
anx ious to obtain for etching the sort of consideration which
is due to it cannot allow his readers to retain the impression
that such work as this of Doyle is what he understands by
“ etching," and recommends as art, and it is a positive mis
fortune that the popular idea of what etching is capable of
should be so often derived from work of this kind, the

circulation of which, from its connection with successful
novels, is usually much more ex tensive than that of artistic
masterpieces. Fifty contemporary Englishmen know Doyle’s
illustrations of “ The N ew comes

”

for one who remembers
Wilkie’s “Pope examining a Censer ; " and when etching is
mentioned in general society, the associations which the
word calls up in the minds of the majority have less connec
tion with the treasures of the British Museum than w ith the
pleasant companions of our domestic leisure.
The allusion to The N ewcomes makes it impossible

for me to conclude these observations without acknow ledg
ment of the all but inestimable dramatic value of the

illustrationswhich accompanied it. I llustrations to imagina
tive literature are too frequently an intrusion and an imperti
nence, but these really added to our enjoyment of a great
literary masterpiece, and Doyle

’

s conception of the Colonel,
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or very ill, in the last extremity of poverty ; on the wall
behind him is a placard offering fifty pounds reward. (7) A

man in a fool’s cap, starting at his ow n shadow ; there is an
advertisement on the wall offering a hundred pounds reward.

(8) A man running away with bags containing a hundred
pounds each, and putting his foot in a trap. (9) Man bearing
a log of wood, on which is inscribed, for fourteen years i
there is a ship in the distance. ( to) Man dragging a log

afterhim chained to his foot, and bearing upon his shoulders a
coffi n, on which is inscribed, for life before him is his grave
with his spade sticking up in it. The sea and a ship show
that he is a convict in a penal colony.
This elaborate plate is as good an example as could be

chosen ofCru ikshank’s moral teaching. I ts lesson, like those
of H ogarth, is made as direct and obvious as possible, and
even repeated under various different forms. The moral is
too coarse and palpable to be quite satisfactory to a very
thoughtful observer ; great criminals are not always fools, if
folly is only to be measured by the troubles in to which it
brings itse lf ; but the true philosophy ofa subject so intricate
as this would be too subtle for the caricaturist, who simply
tells us that Jack or Patrick comm itted murder or felony,
and was sent to prison, and the treadm ill, and Botany Bay .

Cruikshank’s argument is, that because Jack by crime
exposed himself to punishment, and got pun ished, therefore
Jack was a fool to risk consequences so unpleasant. But

might not the same prudential argument be turned against
innocence itself ? And if we were as clever caricaturists as

and the readiness to lie when the world requires it has saved
many a man from social degradation. Some things ought
to be said and done which

, if estimated in this pruden tial
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way , are follies, and nothing is proved against a criminal by
merely showing that his act may lead to unpleasant results.

A taste for reading the Bible, which is not now considered
blameable in this country, has brought hundreds within the
terrible grip of the I nquisition. Bad deeds are not distin
guishable from good deeds by the reward they bring to

the agent ; and if hom icide leads one man to hard
labour for life, so there have been instances where it has
opened paths to the loftiest social ambition. I t is probable
that virtuous men enjoy a serene independence of out

ward circumstances to which the vicious never attain ;
failure does not fret them, nor hardsh ip weary them so much ;
but this inward peace is rather beyond our H ogarths and

Cruikshanks, and it is even beyond the sympathy of our

common public, which, in its commendable love for good
folks, is never quite content unless the novelist rewards them
with a carriage and pair. And even this inward peace of
the virtuous is not always to be counted upon , for virtuous
people are not always altogether satisfied with themselves.

Without being one of the most remarkable instances of

Cruikshank’s unusual precision with the point, this etching is
accompl ished and even brilliant in execution. There are

some admirable gradations on surfaces, as, for instance, that
on the left leg of the large central figure, and there is a

choice of means affording powerful contrasts of manipula
tion. Observe the vigorous touches on the detached stone,
and the handling on the figure itself. The sea and sky in

the little subject mentioned above as number 9, are very
simple in method, but as good as the bits of distance in some

of the most celebrated old masters.

l e E [was and tire Sltoemaker.
—There was a shoemaker

who worked very hard and was very honest. H e had nothing
left but leather for one pair of shoes ; he cut it out and laid
it aside at night, and next morning found his shoes made.
As the workmanship was very good, there was no difficulty

Y
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in finding a purchaser, so the poor shoemaker bought more
leather and cut out several pairs of shoes, and laid the pieces
in the same place at night, and the next day found the shoes
finished with the same excellent workmanship. The process
was repeated, till the shoemaker became rich ; then he and
his wife determined to watch at n ight, to see how the shoes
were made, and they discovered that two industrious little
elves came and worked for them. Then the shoemaker and
his wife resolved in their gratitude to make clothes for these
elves, because they were naked, and they made little garments
and laid them in the room and watched for the e lves, who
on their arrival, dressed themselves with great glee and ran

away capering out of the door, never again to enter it. But

the shoemaker and his wife remained rich ever after.

This pleasant tale, in a well-known book, Grimm'

s

German Stories, was so well adapted to the genius of

Cruikshank , that it has suggested one of the very best of all
his etchings. The two elves, especially the nearer one, w ho
is putting on his breeches, are drawn with a point at once so
precise and vivacious, so full of keen fun and in imitably
happy invention, that I have not found their equals in com ic
etching anywhere, and they are as supreme in their ow n

department of the art as H aden’s Shere Mill-pond,” or

Claude’s Bouvier” in theirs. I t is said that these elves are
regarded with peculiar affection by the great master w ho

created them, which is only natural, for he has a right to be
proud of them. The picturesque details of the room are

etched with the same felicitous intelligence, but the marve l
of the work is in the expression of the strange little faces,
and the energy of the comical wee limbs.
Return from a delightful Trip on fire Continen t—This is

a fairspecimen ofCruikshank’s simple manner. I t is a scene
of sea-sickness ; a boatful of passengers, male and female,
are landing from a continental steamer. The sea is very
rough, and in the little transit the passengers sufl

'

er acutely.
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figure of the Colone l. The people behind him must be
several miles away the floor of the room,

if judged by aerial
perspective only, is as broad as the lake of Lucerne.
H is H ighnes: . Colonel N ew come is saluted by the

I ndian. Observe the entire absence of local colour. The

Colonel’s black hat and blue coat, and Barnes N ew eome’s
black even ing costume have exactly the same we ight of
colour as Colonel N ewcome’s white shirt- frill.
A Meditation—Clive ismeditating in his studio on the

vanity of mediocre painting. The opportunity was a good
one for clever sketching of still life, but it has not been seized
upon or cared for, and Doyle has taken no in terest in the

things that surround the artist, which are sketched quite
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SAM UE L PALMER.

TH I S artist is one of the few really great E nglish etchers,
but as it results from the nature of his work that each

plate of his is very costly in time, and as he happens to be a
successful painter in water- colour, the consequence is that his
production in etching has been extremely limited. Forreasons
w hich I have endeavoured to explain in the chapter on the

Revival of E tching in England, a successful painter, however
well he may be able to etch, can do so only at a sacrifice, and
etching is too laborious, as well as too much like the ordinary
work ofapainter, to afford the refreshment of arecreation. So

long as human nature remainswhat it is, people will not highly
value a work of art which others can easily procure, so that
the more public the benefit which an artist bestows upon his
countrymen, the less w ill be his reward. I f ever a true
appreciation of art shall become general amongst our des
cendants, they will wonder how it was possible that Samuel
Palmer, towhom was given genius and length ofdays, and who
in his time, as they will see, was one of the most accomplished
etchers who ever lived, should have left behind him just half
a- dozen plates. We can tell them how it happened, how one

who had mastered the art and loved it, neglected it year after
year

,
simply because his contemporaries did not value beauty

w hen it could be multiplied.

The work of this master in etching has been more than
once compared to mezzotint engraving. I said in the first
edition of Tile E take/s H andbook that the delightfulness of
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it might be preserved in mezzotint,” and a critic in one of the
leading reviews said Samuel Palmer is in fact amezzotin ter.

”

Such expressionsas these are due towhat is at first sight most
obvious in thismaster’s way of etching, the richness of its light
and shade. Constable said that one reason why chiaroscuro
was of such great importance was because it first struck the
spectator. Now the light and shade of Palmer’s etchings
might

,
indeed, be copied very accurately in mezzotint, and a

good mezzotint engraverwould come nearer than any other
engraver to the general aspect and quality of the plates, but
a fuller study of the originals, and asounder knowledge of the
resources of different arts, will prove that Samuel Palmer is
not simply a mezzotinter, not simply an imitator of mezzotint
in etching. The principle of his work is much wider than
that. I t may be expressed in a single word—eclecticism.

E tching is so versatile that youmay imitate several different
arts by means of it, and, therefore, an artist skilful to avail
h imself of this versatility may select the qualities which in
otherarts seem to him most desirable

,
and combine them har

moniously in one work. This is the true explanation ofPalmer
’
s

method H e is an eclectic, an artist who, although using
etching as his means of expression, remembers all along the
powers and qualities of other graphic arts, and adopts them
w hen he chooses, incorporating them into his ow n work

,
but

so ably that its unity does not suffer. I t is quite fair to say

that he has adopted the qualities of mezzotint so far as they
are to be got by work that is bitten and not raised in a bur,
but it is not fair to imply that he limits himself to these
qualities. I n the very same plate

,
which strikes you by its

resemblance to a mezzotint, youwill find, if youlook into it
more closely, that there is an abundance of well selected line
work, not less masterly in choice, and right in expression than
that of Turner and H aden, though quite original, and conse

quently different from theirs. And besides this line-work, if
youlook more closely still, youwill discover passages which
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tenderness which is alive to all loveliness, even that which
is most lowly and obscure, hardening itself against nothing
that is beautiful. Rarely has an artist’s maturity been so com

plete. The work of his old age is like a great fine fruit which
has been in the sun for many days, until all its juices have
had just the full time and heat needed for the most perfect
me llow ness

, yet on which youshall not find the slightest sign
that it has hung on the branch too long. No young man
ever had the fulness of knowledge which is necessary for such
work as that, and few old men have had the serenity of

temper, or the powers of work, which are needed for such a
complete expression of their knowledge.

During twenty years,” I wrote in 1872 , Samuel Palmer’s
work has become forme more and more beautiful, more and
more abundantly satisfying. I t is so tenderas to remind us of
all that is softest and sweetest in the heart of pastoral nature,
and yet so learned that it seems as if some angel had met the
artist in his studious solitude, and taught him. Imaginations
graceful as a maiden’s dream,

but without her ignorance,
teachings profounder than those of science, yet without her
pedantry, a serene spirit inherited from the true and great
poets of the times of old who are his fathers—all these he
gives us with his art.”

H is aim as an executant is not consciously distinct from
passing thought and feeling, it is not thought ofby the artist as
a purpose in itself. H ere let me pause to considerone danger
concerning execution in the fine arts which I have not hitherto
dw elt upon, but which is serious enough to merit grave con

sideration. A practised executant acquires a fatal facility
,
so

that at last he can execute without having eithernew thoughts
or new emotions. H e has certain forms in the memory
like a printed schedule, and he fi lls them up mechanica lly,
without waiting till he has ideas to put under the several
headings. N oth ing can be more convenient to the handi
craftsman than this power of working without thinking

, but
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nothing is more dangerous to the artist. I t hurries him along
whetherhe is ready or not, till his soul becomes amere victim
tied to the tail of the executive habit which gallops away like
a w ild horse, the bit between its teeth. As one art illustrates
another, and the fine arts are all subject to the same laws, I
may take the case of an oratorwhose tongue goes as fast as
it can whether the ideas are in time for it or not. The best
public speaker I ever heard avoided this error completely.
H e spoke slowly when the thoughts followed slow ly, and had
the courage to remain quite silent from time to time when the
thought was not ready for expression. I t is far more trying
for an orator to do this in the presence of a thousand hearers,
than for an etcher in the solitude of his own room,

and yet

graphic art ists have rarely authority enough over the hand to
make it follow the mind instead of leading it. Samue l Palmer
said of Claude, “ his execution is of that highest kind which
has no independent essence

,
but lingers and hesitateswith‘ the

thought, and is lost and found in a bewilderment of intricate
beauty. I n this sentence we have the key to the writer’s
ow n ways of work as an etcher : he dislikes execution, however
brilliant, which is not subordinate to the thought ; orperhaps,
to put it more accurately, the best execution, in his view,

is

tentative, and submissively waits whilst the mind seeks, always
humbly follow ing and endeavouring to obey, never hurrying
the executive processes till they get ahead of the perceptive
and inventive processes. And I venture to add that the
beautiful sentence in which Samuel Palmer described the

excellence of Claude is accurately descriptive of his ow n ex

cellence, and I would have said of Samuel Palmer, if I had
known how to write anything so good, just these words, “ his
execution is of that highest kind which has no independent
essence, but lingers and hesitates with the thought, and is lost
and found in a bewilderment of intricate beauty.”

The E arly Ploughman .
—This etching was first published
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in the first edition of the present work under the above title,
but on more recent impressions I perceive that Mr. Palmer
has added the inscription,

The morn ing spread upon the mountains.
”

I always greatly admired this plate, but the full beauty of
it was unsuspected until Mr. Palmer set up a printing- press in
his ow n house, and his son began to take proofs under the
artist’s direction. The earliest proofof this plate in my posses
sion is ofastate preceding the final one, and is touched upon by
the etcher to mark intended alterations, especially in the pop
lars

,
the biting, however, is definitive everywhere"and yet the

work looks comparatively grey and pale, owing to unscientific
printing. The impressions in the first edition of E tching and

E tchers are better, but are still farfrom doing full justice to the
plate. I n November and December 1873, Mr. Palmer having
then established hisprivate press, his son kindly took two proofs
for me, which for the first time made me fully acquainted w ith
the merits not only of this particularwork

,
but of its author’s

method of etching. The use of vigorous line-work in the
poplars and elder to the right may not be so obvious as it is
in Turner’s etchings, which were shaded in mezzotint, but the
principle of it is the same, and the lines themselves are nearly
as vigorous as those of Turner. The execution in this part of
the work, indeed in most of the etching before us, is founded
upon the strong etched line for organic markings

,
whilst a

delicate close shading at a later stage of the process does for
it what the mezzotint did for Turner’s etchings, or in other
words gives it shade and mass. The reader is requested to
guard himself against the almost universal confusion between
line and outline. H e will find most vigorous line-work in
Palmer’s etchings, yet hardly such a thing as an outline any

The reader acquainted with technicalmatters w ill learn w ith some surprise

that Mr. Palmer has never once had recourse to rebiting. This only shows the

remarkable skill w ith which he manages the acid - s. skill the more remarkable

that he has etched so few plates.
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hours, and has watched them all his life. No sudden delight
in the unaccustomed spectacle of a sunrise ever yet gave the
town- bred artist such know ledge of the dawn -mystery as this.
Many a night has the etcher of this plate wandered in a land
of beauty from sunset to sunrise, from twilight to tw ilight,
from the splendour of the west to the splendour of the east,
watching through the gradual changes ofthe hours, and gather
ing forus that rare learning of which his works are full.

The H erdsman—This plate was published in the Selection
qf E tching : by the E tching Club, 1865 . The subject is a

moonrise in a hilly country. To the left is a magnificent tree
(chestnut, I think) in full foliage, and under it the herdsman is
driving his cattle towards the farm which lies in the dark
hollow, and is made visible only by the moonlight which
catches the edges of the roofs and gables, and the smoke from
the chimneys. I n the right foreground is the broken trunk
of a tree, which also catches the moonlight, and there is a

great Sparkle and glitter of it upon the leaves in this part of
the etching. The bill is extremely dark, and above it the sky
is covered with a voluminous cloud.

The sky in this magnificent plate is etched upon the same
principles as that in the Early Ploughman the treatment, too,
of the figure and animals is like that of the ploughman and
his oxen, but the rest of the etching is done very much upon
the principles of woodcut, I mean that the artist, although he
has been working in black, thought rather of the white spaces
or specks which he reserved in the midst of it than of the

black itself. I n the large chestnut the etched line is stil l
visible as a means of defining foliage, but the leaves and

trunk under the moon are all picked out of an intensely black
ground in touches of white. I t is wonderful how minute are
many of the atoms of white which have a most important
influence upon the effect. Those in the dark hill are most of
them scarcely bigger than a pin’s point, and yet they prevent
the darkness from being black, whilst at the same time they
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give obscure indications of form, which make the hill really a
hill, and not a mere flat piece of black paper. The massive
tree to the left is one of the finest studies of foliage ever
etched. Every cluster of leaves has been carefully thought
out for itself, whilst the grandeur of the masses has been pre
served as completely as it could have been in the most
energetic sketch. The little gleams of light along the edges
of the roofs reveal the various curves caused by the yielding or
irregularity of the timbers, and even in such a minor detail
as the goad on the herdsman’s shoulder the utmost care is
taken to indicate its departure from mechanical straightness.

I could not mention a better example of pervading artistic
intelligence, which whilst never forgetting, even for an instant,
the unity of the whole work, applies itself nevertheless with
unfailing and unflagging attention to every detail, how
ever apparently insignificant. I t is scarcely too much to

say that there is not in this etching an atom of white or black
—I will not say the size of a pin

’

s head
,
but rather of its

point which is not there in obedience to a distinct artistic
decision.

The Rising Moon—This plate was published in 1857 in a

little set issued by the Art Union of London. The moon
has nearly but not quite disengaged herself from behind the
shoulder of a hill, and she lights a flock of sheep in the fore
ground. The scenery is of the same orderas that of the pre
ceding subject. I t is amongst the low hills of the south of
England, and we are looking down into a hollow, in which
nestles a large gabled mansion. A church tower is dimly
visible against a dark hill, a few poplars rise out of the hollow
against the sky, and a tree in the foreground catches the
moonlight in its leaves. To the right is a vast plain with a
level horizon, responded to by level lines of white cloud in
the elaborate sky .

This plate has the technical qualities of the H erdsman,”

but not in so striking a degree. The subject is very beautiful.
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with an aspect of more perfect repose and serenity than the
other etching. N otw ithstanding the rather coarse texture of
the sky, it fulfils its purpose admirably, proving what a

peculiar thing interpretation is in art
,
and how apposed to

imitation. No natural sky ever showed texture of this kind,
with its strong markings of black lines and dots, and yet this
texture perfectly conveys to us the character of sky intended .

The whole plate is interesting as a study of tex ture, observe
especially the soft wool of the sheep with the moonlight on
it and in it. The figure of the rustic in his smock is beauti
fully indicated by touches of white.

I t seldom happens that Samuel Palmer does anything
w hich can be found fault with from the artistic point of view

,

his arrangements of material being generally not only quite
above censure, but marked by a happy originality of art istic
thought and invention. I n the present instance, however, he
has fallen into the we ll-known errorwhich is commonly called
exaggerated perspective—commonly but not quite accurately,
as the perspective itself may be free from exaggeration,
scientifically true, and yet sure to give a false impression. I t

would be out of place to enter fully into this subject here, for
the few who understand it need no explanation, and the many
who do not would require a complete essay on the subject,
illustrated, which they would never take the trouble tomaster,
so I will say simply that the sheep here are not in false per
spective, but in very injudicious perspective. They look
monstrously big, and the rustic who is coming home does not

look distant, he seems like a pigmy. The landscape is far
too beautiful and too interesting to be a mere background to
the sheep, and the sheep are too important to be nothing but
adjuncts to the landscape. Besides this there is not draw ing
enough in the sheep for that scale. They ought to have been
draw n as Rosa Bonheur draws, and not mere bales of flesh,
wrapped up in wool, with a head at one end or the other.

The Morn ing of L ife—This plate has also been called
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about them deserves to be noticed. I t is one of the few
defects of etching that the needle cannot enlarge and dim inish
the line in the same stroke as the brush can , or even the pen
but here this defect is apparently overcome, and there is an
increase of thickness in the lines, which often begin with a

f ne hair- stroke and become broad in the middle, ending again
almost imperceptibly.

!
These organic lines, strongly bitten ,

are the skeleton of the subject, and over them is cast aveil of
shade, not deeply bitten, and with very little texture in it,
soft in quality as the shade in a charcoal drawing.

So much for the means employed. The know ledge of

effect is of course consummate ; it is proved more especially
by the way in which the blaze of sunlight fuses and burns
away, as it were, the branches and leaves which come between
us and the orb, carrying away even the solid edge of a strong
bough. Yet there is no exaggeration of light in the fore

ground, for there is really a screen of branches between it and
the sun, admitting only a filtered light. As for the figures it
is impossible to introduce figures more beautifully in land
scape. They are draw n with the most exquisite taste, and
with all the knowledge that is needed, whilst for combined
energy and grace of attitude they remind us ratherof Stothard
or Flaxman than of any inferiormen, though neither of these
great artists could have set figures in landscape as these are
set.

The Full Moon. (From Bampfylde
’

s —A
rustic is bringing his sheep into the fold close to a thatched
cottage. Children are coming to welcome him, and a little
girl is petting the dog. The door of the cottage is open, and
we see the plate -rack inside, and the housewife preparing the
table for supper. H igh in the sky is the full moon, over the
tops of the trees.

There is some particularly thorough branch- draw ing here
in the near tree to the left. The figures are very beautifully
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conceived, in movements at once most natural and most
graceful. As for the tonality of the plate, it is so perfect as
to produce, after looking at it for a little time

, almost the
effect of illusion. I t is one of the most thorough pieces
of etched chiaroscuro in existence, the notes of light and
dark being all faultlessly in tune, like the notes of a well
played melody.

Sunrise. (Published in the Portfolio for November 1872 )
—Another very perfect little plate, having on a much smaller
scale many of the qualities which we have already noticed in
The Morning of L ife.” The sun is rising between the gable

of a farm- house and the trunks of trees in a wood. A herds
man with his dog is driving two cows across the foreground.

I n the left- hand corner a tiny cascade of water is falling from
the rock into a little pool. The trunks of the trees cast
shadows, and the ground is brilliantly illuminated by the
early light.

I t is unnecessary to enter into any detailed description of

this plate after the criticism of the larger one in which the
same effect is rendered. I n its ow n way it is like some pearl
or diamond without a flaw ,

but pearls and diamonds are very
common things upon the earth in comparison with etchings
of this quality.

Come, thou Monarch of the Vine I—I n the “Songs of

Shakespeare,” illustrated by the E tching Club, the most per
fect work which the club ever produced, Samuel Palmer had
two compositions

, the larger one representing the arrival of
Bacchus amongst his worshippers in a wood where the vine
grows luxuriantly amongst the trees, and the other represent
ing four plump, naked children gathering grapes from a vine
which creeps round a massive bole, and hangs from mighty
boughs. I n these two subjects the figures are of much more
apparent importance than in the others which w e have been
considering, in fact these are strictly figure-compositions.
The larger one is full of power and vivacity. Bacchus come:

2
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in a blaze of light, truly divine, and his worshippers receive
him w ith ave: of extravagant ecstasy. The figure

-drawing is
at once energetic and voluptuous, the action and composition
artistic in the extreme, quite in the temper of the great
masters. The whole scene is full of light, and life, and joy ,

enough to make would - be revelling pagans of us all, eager to
be drunk with new wine in some warm southern bower, and
there sing

Come, thoumonarch of the vine l

Plumpy Bacchus w ith pink eyne ;

In thy vats our cares be drown
’
d,

With thy grapes ourhairs be crown
’d,

Cupus till the world go round ;
( hpus till the world go round t
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Millais has produced since he abandoned pre-Raphaelitism
have been little else than etchings in spirit

,
though they are

technically woodcuts because they have been engraved by
the woodcutter.
There is, however, a very wide difference in delicacy

between these woodcuts and the original etched work of

M illais, a difl
'

erence quite enough to make us deplore that
condition of the public taste which renders it an imprudence
for him to etch his own designs, when the finest line of the
needle would be safe for ever, and yet not an imprudence ,

even for so successful a painter, to draw upon wood when
every line is imperilled by the burin of the engraver after
wards. I have already gone into the commercial reasons
which account for this. The picture is profitable because it
is unique

,
the woodcut is profitable because it shares in the

large sale commanded byapopularnove list ; but the etching is
neither unique on

.

the one hand, nor popular on the other.

Yet it is a great loss to the fine arts when such a draughts
man as Millais has to entrust his designs to the wood
engraver instead of etching them himself. H e has all the

gifts of the etcher, and if this earth were a world in which all
good gifts were valued at their worth, Millais would by this
time have entrusted many noble designs to the faithful keep
ing of steeled copper.

The Young Mother.
—This is the twenty-ninth plate in the

etchings published for the Art Union of London in 1857. I t

is the best etching by Millais that I have seen. The figure
of the young woman is very beautifully sketched, as she bends
over her infant and kisses the palm of its tiny hand. The

lines which indicate the folds of her dress are, in the lights,
very free and true ; but in the shaded parts the cross hatching
made use of is not quite so purely etcher’s work. The H igh
land cottages and sketch of shore in the distance show most
intimate knowledge of the true characterof H ighland scenery,
and much affection for it.
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COPE , H ORSLE Y, H 001:

NTI L the plate of “The Life School , Royal Academy,
was exhibited by Mr. Cope in 1867, the position he

held as an etcher was on the usual level of our E tching Club,
but the “ Life School ” revealed more power and originality.
I t was published in the first edition of this volume.

I n Mr. Cope’s earlier manner the cleverest thing I

remember is the study of the old man in the illustrations to
the Songs of Shakespeare Passionate That
figure was remarkably observant and truthful, and drawn
with unusual precision . There are several etchings by the
same artist of much inferiormerit.
Mr. H orsley has etched a few really good things amongst

others not so good. H is touch is often free and right
,
and

his still- life is usually admirable. When he spoils a plate,
which he has done occasionally, it is from over-work in

hatching.

Mr. H ook has done one magnificent plate, “The Egg

gatherer,” but his etching aims so decidedly at full tone that
when the relations of light and dark come wrong in the biting
the work is lost and spoiled. When tone- etchers succeed it
is well, theirwork looks rich and full ; but when they fail, and
they often do so from mere miscalculation about acid, not
from ignorance, the failure seems complete. Mr. H ook relies
much upon texture also, and little upon line, and the quality
of his work is always painter- like. The smaller illustration of
Shakespeare’s song, Who is Silvia is the nearest approach



34 2 COPE ,
H ORSLE Y, H OOK.

to line- etching that I know of his. When an artist has
reached such decided success as this we hardly like to dis
courage him by suggestions of alteration in manner ; but if
H ook could keep his full and rich tonality, whilst adding to
it some liberty and emphasis of line, and some bolder use of

open line in shading, he might become an etcher of a higher
order.

COPE. The L i fe School
,
Royal Academy—This is a true

etching, and one of the manliest pieces of work ever executed
in England. The subject is a remarkably good one, because
it composes of itself so naturally

,
and because the effect of

chiaroscuro is So pow erful. Of all recent attempts to render
the naked figure in pure etching, the model here is one of the
most successful,—it is frank and genuine etcher’s work ; the
reader is especially invited to notice the way in which the
reflected lights are reserved on the muscles of the back, and
the firm shading over them. The figures of the students are
very true and various in attitude. Much of the power of this
etching is due to the fearless use of the pure etched line,
which is often left to itself, as for instance on the floor and

screen, and when crossed by hatchings, as in the curtain, and
dark shade above the reflectors, never interrupted uselessly,
but for the simple purpose of obtaining necessary darks.

Win ter Song—This is a fair example of the better sort of
English work. I t is not yet strong etching, because there is
little pow er of line, but the shading is in its way honest,
though it would have gained by greater simplicity and open
ness. Mr. Cope has produced other etchings of this class
which it is not necessary to criticise specially. H e has

carried the kind of execution which has been chiefly aimed at
by the E tching Club as faras any of its members.

H ORSLEY. The Duenna
’
s Return (in Mr. Cundall

’

s series).
A duenna is coming back from awalk, and finds her charge
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in the distant clouds, and in the foam that breaks amongst
the rocks. Both cliff and sea are, I will not say etched, but
pain ted with all the artist

’

s habitual wealth of colour, and it
needs but little imagination tosupply the very hues themselves.

The Fisherman
’

s Good- n ight—A fisherman is parting from
his wife and child, who are sitting on a high sea-wall to which
a strong ladder is bound firmly. The man is just descending
the ladder, and his right leg is straight whilst his left knee
rests upon the wall. The conception of this etching is almost
as painter- like as that of the one just criticised, but it is not
so successful in execution because there are obvious failures
in tonality. The two legs are one undistinguishable blot ;
and the side of the ladder, the man’s waistcoat, and the clifl

behind him, are all as nearly as possible of one tone. I t is

quite curious how certain modern E nglish etchers dread the
frankness of a clear line. I f Rembrandt had had to etch that
ladder and that pair of trousers, he would have shaded them
with honest open strokes, presenting, it is true, no appearance
of paint, but far more explanatory of the thing. And even
when a great etcher is not very explanatory—as will some
times happen when the nature of material is half lost in un
distinguishable shade—he will throw his lines across it with
out trying to soften them into the semblance of water-colour
washes. I n this fisherman and ladder ten strokes are given
where two were necessary, and afterall the subject is so little
explained that youcannot distinguish one leg from the other.



C HAPTE R XI.

CRE SWI CK, REDGRAVE , RIDLE I ’.

KESWICK etched very prettily, but his work was very

distantly related to the greater art which has sometimes
occupied our thoughts. Cresw ick

’

sworkmanship was delicate
and refined in the extreme, and his oppositions of tone were
usually just, but he had no independent and original interpre
tation. The craft that he had learned, and he had learned it,
was taught him by the engravers, not perhaps in direct
personal counsel, but by an influence fully received, whether
consciously or unconsciously. I f he had a bit of pasture
ground to etch, ora piece of foliage, youare sure to find the
very toucheswith which professional engravers are accustomed
to do these things. Some of Cresw ick’

s vignettes are good
enough as engraver’s work to be inserted in very carefully
illustrated books ; one or two of them might be published in
Rogers without giving any unpleasant shock to eyes just
fresh from the marvellous handicraft ofGoodall. Considered
in this independent way, without reference to the art of etch
ing as it was understood by Rembrandt and the great etchers,
the work of Creswick is of remarkable excellence ; but here,
as in so many other eases, we have to make the reservation,
that, however pretty and delicate it may be, this is not the
kind of work which an etcher ought to aim at or care for. I t

is so very pretty, that, if issued separately from the work
of othermen, it is probable that it would even be popular ;
but its popularity would do no good to the work of stronger
etchers. The fact is, that etching of this kind is already quite
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popular enough—there is much of it in modern landscape
engraving ; and although the public rebels against pow erful
etching, it accepts this without any audible complaint ; nay,
it does not even know that such work is etching at all, so

pleasant is it to look upon, but rather inclines to the belief
that it is graven work, the doing of which is a mystery.

Mr. Redgrave, the now veteran painter and writer upon
art, has also been a contributor to the publications of the E tch
ing Club. The temper of his work is always studious and

sincere, and, besides these qualities, it has a certain tender
ness of sentiment, but, from the technical point of view, it has
been injured by a striving after finish

,
which was due, in part,

to the habit of working on a small scale. I n 1867 Mr. Red

grave exh ibited a plate at the Royal Academy which proved
that his earlier habits of almost painfully minute execution
were by no means inveterate. That plate was somewhat too
violent in oppositions

,
but it had the true spirit of etching, and

was not spoiled
,
as some of the earlier ones were, by too

much labour and too little selection.

Mr. Ridley is a rising and well- educated painter, born in
1837, who has etched a few plates, chiefly of shipping on

tidal rivers. H e is a very genuine etcher, apparently of the
school ofWhistler, but in those plates of his which have been
published up to the present time I do not see much evidence
ofvery keen or subtle observation, whilst they certainly (being
merely studies) exhibit no powerof composition. H is name
is mentioned here not as that of an etcher who has already
produced important works, but as an example of soundness
in study. There can be little doubt that if the art were
encouraged amongst us Mr. Ridley would soon become one
of its leaders. So far as he has hitherto gone he is on the
right track, but in his praiseworthy rebellion against the faults
of the superfine school he is temporarily primitive in method,
and seems at present to have little conception of the different
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clump of magnificent elms, and there is a church- tower in the
remote distance. The sweetness and beauty of this little
composition will be appreciated, I suppose, by every one.

The workmanship is very perfect of its kind, and, after the
reserves which have been made above, may be praised very
heartily.

REDGRAVE. Barbara. A vignette in the Songs of

Shakespeare,” uhich may be taken as representative of what
were the tendencies prevailing in the English school at the
time of its production. The plate is finished like a min iature,
and quite in the spirit ofminiature- painting. Barbara is sitting
by the stream, according to the song, and her figure is
surrounded by a sort of framework of trees and plants, every
leaf of which is a separate and careful study, but there is less
careful attention to masses. This etching required the most
delicate printing, and could only be perfectly seen in the

early impressions on I ndia paperprinted for the E tching Club.
Corpse discovered in a Wood—The body, probably of a

murdered man, is found lying on its back in a little hollow
by a gentleman walking that way. This is one of the best of
Redgrave

’

s very laborious plates. H e would have painted
the same subject still better.

S ilver Tharms—Exhibited in the Academy, 1 867. A

view on the Thames, very expressive of the character of its

scenery. Alternate gleams and cloud shadows give variety
to the lighting. The oppositions between the shaded and

the lighted trees, though by no means too strong fora state
ment of that isolated natural fact, are, nevertheless, too strong
relatively to other things in the plate. For example, the
shaded side of the punt, though quite black, is not and cannot
be black enough relatively to the black distance, and the

reflection of the trees in the water is even lighter than the
trees reflected. The clouds are boldly put in, but are some
what heavy and wanting in form. On the whole, however,
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the plate is really an etching, though not yet of first-rate
quality

, and real etchings are rare.

RIDLEY. N orth Doch.
-Artists are always teaching us to

see something in what we believed to be without interest.
H ere is a chimney with a little building near it as ugly as
any in Lancashire, and yet it must be good material, for it
seems right in its place. The masts of the shipping

,
though

rudely sketched, give the effect of intricacy. There is not

much composition in the plate, but the manual work is simple
and free.
DrahamH arbour.

—Ratherbetter than the preceding. A

true etching in a simple manner ; the etched line is relied
upon everywhere.
Durham.

’
- The scenery of the river shore here is quite

remarkable for its ugliness, but the etching is on the whole a
good one

, in spite of foul chimneys. Mr. Ridley's honest
objection to anything but the plain line sometimes leads him
to an unnecessary asceticism. The water and sky are here
exactly of the same vacant white, whereas the water would
have benefited greatly by a little delicate tinting in dry-point.
A reflection is always darker than the thing reflected, except
when there is a thin stratum of mist on the water- surface.

These tw o titles “ Draham H arbour and “ Durham”
are given because

they are engraved under the etchings, but a correspondent in the north drew my

attention to their evident geographical inaccuracy. Draham probably means

Sacha»: as forDurham, it is not yet a seaport, whatever future engineersmay do

for it. Let me remind my correspondent, however, that a critic can only call

works of art by the names they bear, whether correctly or erroneously bestowed

upon them.



CHAPTER XII.

TAYLER, AN SDE LL, KN I GH T.

F
REDERICK TAYLER carried the E nglish manner as
far as any of his contemporaries. There is especially

one etching of his, in the Songs of Shakespeare,” which has
not, in that kind of work, been surpassed. But Fredericlr.

Tayler had too distinct manners as an etcher : the highly
finished modern way, depending greatly on crevés,' of vari
ous depth, and on dry

- point whose bur is remdved ; and a

much simplermanner in which the qualitiesof highly- finished

etching were not aimed at. An example of each is criticised
below. I should say, judging from Mr. Tayler’s skilful and
rapid manner in water- colour sketching, and from the ability
displayed in the few etchings of his which have been pub
lished, that he had all the natural gifts of a first- rate etcher,
and nearly all the knowledge, nothing having been wanting to
the full development of his powers in that direction but their
culture on a larger scale in works issued independently.

Ansdell is a very accomplished artist, and when he does
not think about etching at all, but simply sketches as he

would with a finely- pointed pen , he does work of a certain
value which value depends on his knowledge of animals, and
not on his knowledge of etching, in which he does not appear
to be especially interested. I should place a considerable

To save the reader the trouble of referring to the book on Processes, I may
any here that the cred (I know no English equivalen t for the word)

’

is a hatching,

so close that the separations of the lines crévent (give way, die, disappear) in the

Ming. Cm éam of vafiom depth according to the length of the biting.
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drawn such astag better. I n this kind of etching there is not

much technical superiority, because the technical difficulties
of the art are scarcely contended against ; but if we consider
the work simply as a drawing, we must admit that it is very
highly accomplished. The vivacity and precision in the stag’s
eye and ears and nostril. and the true setting of the nob le
head , prove thorough know ledge of the animal. H owever
this may fall short of great etching, there is no technical
failure, and the plate shows none of those painful sign s of

mistaken and wasted labour so frequent in modern work.

Fellow -commoners—Donkeys and sheep on a common.

This is the eighteenth plate in those published for the Art

Union of London. The drawing of the asses and sheep is
not quite so brilliant as that of the stag just criticised, with
the exception, perhaps, of the foal which is lying down. As

in the previous subject, the artist has not attempted full
tonality, and the landscape is exceedingly slight.

KN IGH T. The Peasant and the Forest—One of the plates
in a volume called E tched Thoughts, published in 1844 . I t

may be noticed as a Special variety of mistaken work. The

touches are innumerable, but they explain nothing ; the

labour has been unsparing, but it has led to nothing. The

man’s gaiter, the bark of the tree and its section, are all exe

cuted in the same manner ; there has been no selection, and
the consequence is confusion.

Drinking Song—This etching was published in the Songs
of Shakespeare.” I t is interesting tome as asort of forerunner
of Unger’s work, which looks almost as if it were based upon
it. See the study of Unger in the chapter on etching from
pictures.

I n this composition, which keeps well together, the artist
commemorates the old convivial custom of clinking glasses,
now fallen into disuse in E ngland, though still kept up on the
Continent.



CHAPTE R X I I I .

CE AI TOCK AND GE ORGE .

R. CHATTOCK
’

S earlier studies in etching were very
matter-of- fact and almost photographic transcripts of

simple nature, but as he persevered hiswork gradually became
less prosaic and more imbued with the sentiment of an

artist. H e is now one of the best etchers of landscape in
England. A specimen of his earliermannermay be found in
the Portfolio for May 187 1 , and if the reader will compare
that plate Bridge on the River Blythe with any recent
etching by the same artist, he will at once perceive in what
various gains of facility and force true progress in art consists.

The plate just mentioned is very truthful and honest work,
but the critical spectator perceives, at the first glance, that
the etcherhas not yet begun to feel the power of the etching
point, that he is trying timidly and carefully, and ratherwith
the seeking of the student than the decided volition of the
accomplished artist. A plate published in the Portfolio for

September 1873, which is criticised below, showed asurprising
increase of power both in the use of line and in light and
shade, but the etcherwas still evidently rather overwhelmed
by his own hard sense of fact, so that there was a superfluity
of literal truth. Since then Mr. Chattock has published a
series of illustrations of E ton College and its neighbourhood,
which retain all that is needed of the substan tial qualities
gained by his painstaking early literalism, but exhibit a much
more comprehensive sense of natural beauty and afinerfee ling
forart. The ability displayed in this little series of etchings

2 A.
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led me to think that Mr. Chattock would succeed in etching
from pictures, so he undertook for the Portfolio one of the
noblest landscapes by Gainsborough in the National Gallery.

The picture, in all its great qualities, was strongly opposed to
Mr. Chattock

’

s earliest manner, yet such had been his advance
in art that he thoroughly shared its grand and solemn spirit,
and rendered it with so much skill that it is difficult to
imagine how it could have been rendered better.

Mr. George is an architect who having been accustomed
to make sketches during tours undertaken forstudy, conceived
the idea that he might make etchings from some of them and

publish them together in a volume. H e has published two
such volumes up to the present date, the first entitled E tch
ings on the Mosel,” the second, E tchings on the Loire.”

Each contains twenty plates, remarkably equal in quality,
and preserving so much of the freshness of a first impression
that if we did not know they had been done through the
medium of studieswe should at once infer that allof themhad
been etched from nature on the spot. On the whole, the second
series is betterand more interesting than the first, good and

interesting as that was. Nothing can be more honest and
genuine than the work in all these plates there is no attempt,
in any of them, to pass off the result of accident as the result
of art, everything clearly is what the artist intended it to be
and this absence of affectation is carried so far that, although
some little bits of drawing here and there may appear ama
teurish or even puerile, the artist has the courage to leave
them and expose himself to some degree of misunderstanding
rather than spoil the freshness of his plates by correction.

The principle on which they are executed is simplicity itself.
The serenity of the sky is always represented by white paper

,

the imagination of the spectator being left to supply whatever
gradation may be necessary. Clouds are lightly indicated
with a few lines, pale in tint and free in execution . Distances
are lightly sketched, but more shaded than clouds, foregrounds
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preserved. The flat land on each side of the river rs skilfully
though slightly treated, and so is the distance, but nothing in
this plate proves the artistic power of the etcher so much as

the perfect ly judicious management of the sky and the water.

I t is a bright but cloudy day, rather showery, with glimpses
of blue sky , and the artist has conveyed the impression of all
this as completely by free point-sketching, not very deeply
bitten, as he could have done by the most patient engraving.
The water is quite a model for the w ise use of line for ripple,
and of thin dry -

point tinting between the bitten lines for
reflections.

Monhey I sland. Sketches of E ton ”

) —A particularly
clever piece of lowland landscape with water and poplars.
The reflect ions in the running waterare simply and powerfully
drawn. I n this plate Mr. Chattock uses to great advantage a
technical resource which is very familiar to him, that of em
ploying thick lines and thin ones in the same place to get
transparency, the thin ones acting very like a glaze in
painting.

The Collen rorn the River. (Sketches of E ton.) -One of

the richest and most bri lliant etchings in the series. The

college buildings look exceedingly grand, with all their turrets
and battlements, and the manner in which the rippling river
just recognises them all in broken reflection is quite a lesson
fora student of landscape. The lighting is unusual, for the
front of the building is all in shade, and the sunshine only
catches the roof, and the low trees, and the grass between the
college and the river, but the efl

'

ect is excellent, and all the
better in this instance that it enhances the impression (which
is the true one) of a grey, old building, darkened with the
gloom of centuries, situated in the midst of the ever-renew ed
freshness of nature.

ERN EST Gsoacrr. Trier, the Marhet Place, Fountain,
and Rather-H aus—I w ill leave Mr.George himself to describe
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the subjects of his plates, and then add a few sentences of
criticism. After speaking of the decline of Trier he con

tinnes
There is, however, life and activity in the large market

place, from which our sketch is taken. A handsome Renais
sance fountain forms the foreground. Aswe saw it at harvest
time the figure surmounting it had in its arms a sheaf of

newly- reaped wheat which shone golden against a blue sky.

Market women were busy around it w ith their large baskets
of blooming fruit. Fantastic gables and high roofs enclose the
lively scene. Foremost of these old buildings is the Rothes
H aus in our picture with its steep slate roof and its carved
gables down the street. I t is built of the red iron- stone on
which the city stands. I t was once the Ratshaus, but is now

the comfortable hotel at which we stayed.

”

The two principal things in the etching are the house
just mentioned, and the fountain. I n the foreground are

market -women with their baskets of produce. The fountain
is skilfully drawn, but rather over- bitten in the blacks, the
market-women, baskets, etc , are just of the quality we find in
the old woodcuts of such subjects in the Penn; Magaz ine
no better, no worse, but the draw ing and shading of the old
Ratshaus are to my taste very refined and delightful. The

building is all veiled in a delicate semi- transparent half- tint,
the light slanting down across it and catching the battlements
beautifully.

Schloss E ls. View of the Castle approached from Carden.

Winding down a richly wooded valley, we have all at once
before us the marvellous group shown in our sketch. Schloss
E lz is rising out of the lofty rock, round which the stream of

the Elz makes almost a circuit. H ere is the most delightful
cluster of towers, turrets, and gables, dormer w indows and

bartizans, making a broken outline against the sky.

”

Schloss Elz looks so much like the fancy of some artist
poet that one has a difliculty in believing it to be real. Mr.
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George has drawn all the upper part of the castle admirably
well, having evidently enjoyed the roofs and turrets as they
deserved, but he has not fairly draw n the rock on which the
castle stands, nor the bushes on the rock. Stronger' work
here would have benefited the plate considerably.

Angers. H btel de Pincé. We show in our etching a

white stone palace of the Renaissance period. This pic

turesque chateau has been miscalled the H dtel des Ducs
d

'

Anjou, but there is no evidence that those magnates ever
crossed its threshold. I t is a princely dwelling, and was

erected by Pierre de Pincé, one of a family in high favour at
the court of Francis I . The house is a characteristic example
of the buildings of a time when a broken and Gothic outline
was preserved after the introduction of pilasters, cornices, and
classic mouldings. The circular projections corbe lled out

from the wall are favourite features in the work of this period,
and turret-stairs, as well as oriel windows and balconies, were
made to serve the architect in his scheme of light and shade.”

This is a very beautiful example of the best qualities in
Mr.George’s system of etching. I nstead of the black Opaque
blotches of printing- ink which do duty for shadows in vulgar
work

,
the shadows here are pale and luminous with reflection,

and rich in interesting detail,as theywere probably in the palace
itself. Anotherthing which pleasesme very much in this kind
of drawing is the reliance which the artist so wisely places on
very slight markings and distinctions. The outlines of the
palace against the sky are, on the lighted side, so faint and thin
as to be barely visible, yet the slightest unnecessary heaviness
in these lines would have gone far to destroy that aspect of
aerial elegance which lifts the building so much above the leve l
of prosaic architecture. Yet although there is much delicacy
in this drawing there is no weakness. All construction is
thoroughly understood and fully explained. Every important

I do not mean blacker work, but drawing with more meaning, drawing
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in the interpretation of works by othermen an interest and
stimulus sufl

'

icient to sustain him through such labour for
many years. When painters etched it was seldom from their
own pictures, still less from pictures by other artists. I f they
thought it desirable to preserve some memorial of the works
which left their easels, a slight sketch on paper, with a wash
of shade, was enough to recall the picture to the memory, and
ensure, as in Claude’s L iber Veritatis, its identification by
future purchasers. The time required to etch a picture satis
factorily would in itself have been a decisive objection, but
besides this there was not until quite recently any great
accumulation of general experience about the best methods of
interpreting brush-work with the etching- needle

, so that there
was hardly anybody in E urope who quite knew how it ought
to be done. I f, then, it had occurred to a painter to keep a
record in etching of the pictures which he produced, he would
probably have confined himself to a simple memorandum in

line, done on the principles of a pen- sketch
,
without any

attempt to imitate handling and texture. Such a memor
andum would have had its use, but could not, in the nature
of things, have conveyed to others anything like a perfect
conception of a picture which they had never seen.

The modern art of etching from pictures intends to go

very much farther than this, and does indeed, in skilful hands,
succeed to a degree which may well surprise a critic who is
thoroughly acquainted with the difficulties of the process.

The facility with which the etching- needle is handled in com

parison with the difficulty of the burin, and the fact that it
is held in the fingers exactly as a brush is held, instead of

being pushed like the burin, are indeed greatly in the etcher’s
favour, but the difficulty of getting accurate light-and-shade
by the use of acid is as much against him. I n etching of a
simpler kind, when the lines are very decided and well sepa
rated, partial failures in biting are not fatal to the quality of
the work, for the quality in line- etching depends upon the
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amount of knowledge and feeling which is put into the line,
and even when the line is bitten too much or too little, the
knowledge and feeling originally put into it are still quite
clearly visible. But in shading, which is nothing but shading,
the case is altogether different. H ere, if the tone is wrong
everything is wrong, and the tone depends almost entirely
upon the biting.

The general result of modern etching from pictures has
been this. Some wonderful things have been done, and
much that has been done is very satisfactory to painters, who
are unquestionably the best judges of a matter of this kind.
On the other hand a great deal of really bad and t

i
le work

from pictures has been published, and is yet published in
steadily increasing quantity, work for which no true critic
either of etching or of painting would consent to be held
responsible. E tching from pictures has in fact become a
regular business, and many artists have taken to it. as a

resource when painting or engraving with the burin did not

bring a sufficient income. I t is almost impossible to earn an
income by original work in etching, even for the most gifted
geniuses

,
but there is always a demand for the reproduct ion

of pictures in various forms, and it so happens that publishers
and the ir customers have perceived that etching can do this
with efl

’

ect . The etcher has indeed many advantages on his

side when he interprets certain kinds of pictures. H is range
of light and dark is as wide as it can be ; he can follow the
oil painter down into his lowest tones, even to the obscure
depths of gloom in the darkest old masters, and he can at

the same time fully suggest the brilliance of the fairest com
plexion or the lightest costume. Persons who have never
studied the subject are very apt to imagine that the scale of
the different kinds of graphic art is much the same in all

cases, since they all have black for their lowest note, and
white for their highest, but this conception is very imperfect
and inaccurate. Compare etching, for example, with any one
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of the numerous photographic facsimile processes which are

made to print typographically along w ith printed text, the
blackest black which can be got by this surface printing is
grey in comparison with the depth of the etcher’s blacks, and
at the same time the thinnest line in the photographic fac
simile is thick and heavy in comparison with the faint lines
which an etcher can draw with the sharpened needle or dia
mond point, so that he has the advantage at both ends of the
scale. Besides this, as we have already observed, a skilful
etcher has a great range of different textures at command, so
that he can follow the painter pretty close ly in the suggestion
of surface quality, much more closely than the burin could
possibly follow him. The needle is not a brush, and yet the
more visible the brush-work is the more easily the etcher can
explain to us how the painter used his instrument, for he
enjoys just as much liberty as the painter himself, and where
evera hog’s bristle has left a marking he can imitate it. The

same facility with the point, and the fineness w ith which it
can be used in drawing, make it an excellent instrument for
the rendering of expression . I ts superiority in this respect is
so marked, that some of the most eminent etchers from pic
tures, when left free to choose their subjects, have willingly
interpreted painters who, like Franz H als, made expression
an especial study.

I n estimating work done from pictures, the reader is te

quested to keep constantly present in his mind tw o principles
which are independent of each other, or nearly so, and which
when reduced to practice are found to be complementary of
each other, the principle of imitation and the principle of
interpretation. I n working from nature the imitative prin
ciple is a very dangerous one to admit without the most
jealous control, forwhen allowed to reign unopposed, it utterly
paralyses all the higherartistic faculties, but in working from
pictures the case is altered, and the etcher should imitate as
much as he safely can, even to the very touches if possible.
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etchers hitherto considered in this volume. The readerwill
at once perce ive the difficulty ; I for my part have felt it so

much that I find it impossible to say much of these etchers
personally without attributing to one of them, as a distinction,
qualities which others have in an equal degree. Forexample,
as an original etcher of still- life, Jules Jacquemart acquired a
power so peculiar to himself that his plates were recognisable
at the first glance, like some original and familiar signature,
but since he has begun to work from pictures, many plates
have appeared by him, which, if his name were not attached
to them, might easily be attributed to anotherartist, even by
an accomplished critic, well acquainted with Jacquemart’s
manner. There are plates by Flameng, Kajon, Waltner, and
others, which it would be just as difiicult to recognise as their
handiwork. I t is not easy, norwould it be right, foran etcher
to supersede, by a mannerism of his ow n, the mannerisms of

the difl'erent painters he interprets, but there is anotherreason
which has of late years caused a very definite loss of person
ality in the etchers who copy pictures. A certain body of

general executive experience has formed itself, and is now a

common stock belonging equally to all who have thoroughly
mastered the art. The younger men try to acquire this as
quickly as they can, and the cleverest of them succeed in doing
so very rapidly. They usually come to the art with the ex

perience of a student who has gone through the regular con
tinental education in painting, so that they know a good deal
about the qualities of painting, and a moderate degree of
application suffices to make them perceive the value of the
common methods of interpretation or imitation with the
etching- needle, which they at once adopt. A young man so

prepared by previous general education in drawing and paint
ing may soon become a clever etcher from pictures if he has
good abilities, and if he has fine taste and sensitive feeling,
with a naturally delicate hand, he may do really admirable
work in a few years. But this rapidity of progress in our
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younger contemporaries, is due especially to the fact that the
way hasbeen made plainer for them by the pioneers, especially
by Flameng. What occurred in the earlierpart of this century
in landscape engraving has now occurred in etching, especially
in figure- etching from Dutch pictures—adefinitively best way
of doing things has been discovered and is already traditional.
We need not value the art less for this. An art may
render useful service which is not the outcome of personal

,

individual genius. The engraverswho interpreted Turner, and
interpreted him on the whole so astonishingly well, were a
school which had its methods in common. Take the volume
of the Rivers of France ” and try to guess who engraved
each plate, without looking at the engraver’s name in the

corner. Those plateswere done by twelve different engravers
can yourecognise them by theirwork ? No, youcannot ; the
book is so homogeneous that it looks as if the designs had
been all engraved by one person. Exactly the same methods
of interpretation are employed throughout. And yet what
consummate skill l—what admirable precision in dealing w ith
the most subtle distinctions of tone in those skies and water
surfaces ofTurner! H ere is akind of engraving which, without
being personal, since twelve men could do it, is still most use
ful and valuable, for it has rendered with exquisite delicacy
the work of a great genius, and multiplied it by thousands.
So it is already with thismodern art of etching from pictures.

I t is not the new invention or discovery of every etcher who
uses it, it is now very generally an acquired business,” and
yet its results may be well worth having.
Since, however, the etchers have so much in common, I

shall not give them separate chapters as I did to the original
men, but shall select formention a few of theirmost important

FLAMENG. The N ight Watch, afterRembrandt—I t is
evident that in thisambitious and important plateM. Flameng

2 B
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has determined to give to the world a striking example of his
mastery as an etcher, and I was therefore the more surprised,
when the work first appeared, by an obvious fault in tonality,
the all but total loss of modelling in certain blacks where it
ought to have bee n d istinctly visible. The central figure is in
full light ; this is evident, forhis extended hand casts ashadow
on his compan ion, and his advanced leg casts another upon
the ground the face and collar, too, are strongly lighted, and
yet the doublet and breeches are a black blot , in which nothing
is distingu ishable except a few little buttons. There is abso
lutely no form whatever in them. This solecism is so glaring
that it strikes one at the first glance, and I expressed my sur
prise about it to the artist himself. H e wrote, in answer, that
the printerhad overcharged the blacks in the printing, but also
that the picture itse lf is so loaded with dirt that it cannot be
properly seen, besides which it is hung in a little room badly
lighted—so bad ly, that the etcher could never have made it
out at allwithout the occasional assistance ofadirect sunbeam.

Flameng believes that Rembrandt
’

s intention was not to

paint a N ight Watch but a daylight effect, and that this
will b ecome evident if ever the picture shall be cleaned and
hung where it may be visible.

I have mentioned this in justice to the etcher. I n every
other respect the work is a marvel. I f the reader has the
opportunity of comparing it with any of the common engrav
ings of the same picture (for example, the woodcut in Charles
Blanc’s H istoire des Pein tres), he will soon perceive the value
of Flameng

’

s masterly drawing, especially in the expression
of the faces, which in a work of this kind is the chief thing,
the source of its human power. Afterthat tw o otherqualities
are to be noticed—the brilliant use of line on a white ground,
as in the shorter of the two central figures, the little girl, the
collar of the tall man in black, and elsewhere ; and in striking
contrast with this the soft, rich shading, especially of the large
clear obscure spaces in the background. I f the student will
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produced. The qualities most valued in modern painting
appear to be colour and texture (the most recent sales seem
to prove it more and more), with sparkle. This plate is all

full of texture and sparkle, with the suggestion of local colour
which black-and-white art can give. I t is quite a typical
example of modern painting, with its little incident, its study
of costume

,
its exhibition of technical dexterity. M. Flameng

has thrown himself into the spirit of it as thoroughly as if he
had been the author of the picture. I t has never seemed to
me that texture and sparkle were the highest qualities of art,
but the modern public delights in them, and here they are,
tant qu

’
il en voudra I

F. LAGUI LLERMIE. A Dw arf of Phi/z} I V. of Spain ,

afterVelasquez.
- This etcher has had the advantage of a

more extended artistic education than is common in these
times. H e was taught engraving by Riffaut and Flameng ;
he is also a Grand Prix de Rome, and a painter. H e has

gone through laborious studies in Paris, Rome, Athens, and
Madrid . I mention this particular plate, which was published
in the Portfolio forApril 1 873, as a fine example of a very
free kind of interpretation. Any one who knows Ve lasquez
will be very strongly reminded of him by this etching, and
yet M. Laguillermie has worked quite in his own way, with
strong sabre- strokes for shading, and not the slightest
attempt to amuse us by pretty textures. The plate is one of
my great favourites. The subject of the picture is deeply
interesting, as the following paragraph, which I wrote in the
Portfolio, will explain

But there were differences amongst the dwarfs, which
Velasquez perceived with his keen, artistic intelligence, and
profound observation of mankind. One of them was merely
silly, anotherscowled hatred and envy from underhis beetling
brows but this one, whose image is here before us, bears the
pain of a nobler suffering. 0 sad and thoughtful face. look
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ing out upon us from the serious canvas ofVelasquez, though
the grave has closed upon thee for two hundred years

,
we

know what were thy miseries l To be the butt of idle princes
and courtiers, and, worse than that, to be treated by the most
beautiful women as a thing that could have no passion, to be
admitted to an in timacy which was but the negation of thy
manhood, to have ridicule for thy portion and bufl

'

oonery for

thy vocation ; and yet to be at the same time fully conscious
of an inward human dignity continually outraged, of a capa
city for learning and for thought l—all this was enough
indeed to drive thee to noble folios, that gave thee some sense
of human equality, some intellectual fraternity and con

solation l ”

RAJON . Portrait of yohn Stuart M ill, afterG. F. Watts,
ILA—M. Kajon is one of the most productive of the modern
etchers from pictures, and at the same time one of the surest.
H e respects himself, and never issues slovenly or careless
work, which cannot be said of all his brethren. I t is not sur

prising that he should interpret the qualities of painting well,
for he is a painter.
Mr. Watts has painted many portraits which have de

servedly taken rank amongst the most important pictures of
the age . I t is almost a profanation to mention such art as
his, so full of intellect and earnestness, so serenely serious, on
the same page with the vulgar and brainless work which is
the every- day product of the regular portrait-manufacturer.
I t is not necessary to define vulgari ty in this place but I may
observe that if any one cares to possess what is the exact
Opposite of vulgarity in portraiture, he may have it in this
noble etching from a noble picture. There is no idle flattery
here, no frivolous hiding of the signs of age, no lending of an
inappropriate gaiety. The tailor and hairdresser did not

determine the painter’swork for him before he began it. One

purpose only occupied him—to paint worthily a human head
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that was worthy of being painted. Perhaps, indeed, and
here is the only criticism I feel inclined to make, the costume
and body have been toomuch sacrificed to the head ; they are,
in fact, seen under different degrees of illumination. Yousee

as much of the body as youcould distinguish in the gloom of

the latest twilight
,
but the face is in the ordinary daylight of

a room in “
a good gallery light,” and every detail is visible.

N or can it be fairly argued that the body is in shadow and

the head in light, as it would have been a great maladresse
to make the space of shade coincide so precisely with the
black costume as to create confusion between shade and

local colour. The flat equality of the dark background, in
which, at least in the etching, no gradation of any kind is
traceable

,
is also a mistake. I t would be diflicult to find, on

the dullest day, in the plainest room, a space so absolute ly
without variety. The background and costume are both,
however, very cleverly etche d, and the effect they produce is
like that of hearing two or three of the very lowest notes on

the double-bass. The depth of etching, in the lowest notes,
has seldom been more pow erfully exhibited. The biting
of the coat is almost as deep as the bitings in Turner’s
etchings.

The face is one of the very finest pieces of work ever exe
cuted. Some people say that etching cannot render
modelling, and Mr. Ruskin says that it cannot represent
hair ; yet the modelling of this face is as thorough and ela

borate as it could be in any kind of engraving, and the scanty
locks of hair, and thin whiskers, are rendered with a perfec
tion of texture not to be denied. The whole face is inter
preted by the most judicious use of line

,
but always for the

artistic purpose, never for mechanical display. All that is
done has for its object either the plain rendering of physical
structure

,
or the expression of character. Physically, you

have a strikingly thorough study of bone, muscle, and skin,
the last even to its wrinkles ; intellectually, you have the
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and etching are full ofsubtlety and cleverness. The brilliant ly
etched jug to the woman’s right was not set there without
intention it corresponds to the head ofthe child, and somakes
that of the housew ife central. The lighting is full of k
ledge. The absence of allbravura in the treatment is in har
mony with the homeliness of the subject. The plate was
published in the ortfolio for December 1874.

WALTN ER. L
’

Ang élus, afterMillet—I am sorry to have
to preface my notice of th is etcherwith a word of blame

,
but

he deserves it for being so unreliable. When he likes, he can
etch as well as anybody, but he may at any time produce
hurried and slovenly work incredibly inferior to his best. I

must add that he is so very clever in the use of the dry point
and the burin that he very often resorts to them, so that the
most delicate parts of his work are engraved rather than
etched ; this, however, is not an objection when the burin work
is so ably done that it harmonises with what is bitten.

I n this picture by Millet aman and woman are standing
near to each other and almost face to face in a vast and per
fectly flat potato- field with a level horizon high up in the
picture. There is no other landscape than this, except that
the spire of a village church and a few trees and buildings are
visible on the horizon at a distance, but they are very small,
like the minute distances of Paul Potter. The man and

woman are French peasants who have been loading awheel
barrow with potatoes both have left ofl’ working for an

instant
,
and are praying

, the man with bowed head, the
woman with clasped hands, whilst they hear the village bell
tolling the Angelus. I t is impossible not to feel the deep
sense of rustic devotion in this most impressive work. After
the long day of dull labour in that monotonous field, flat and
ugly as a desert, these poor people hear the sound of the
evening bell from afar and forget their toil in prayer. The

etcher has entered quite heartily into the sincere and earnest
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spirit of the painter, and has etched the picture with so much
good taste and feeling that the effect on the heart is qu ite
that of the original painting itself, and yet the slightest
mechanical ostentation would have at once destroyed it.

People used to say that etching was hard and “
scratchy

this plate isas tender as a charcoal drawing, and as true in its
light and shade.

WALTN ER. Dans IaRosle, afterCarolusDuran—A nude
figure of a young girl which had a great success in the Salon
of 1874. This plate appeared in the Gazette des Beaux Arts

for June of that year. The nude, especially when of such a
subject as this, which requires the most delicate treatment, is
exceedingly difi'icult to deal with in any kind of engraving .

Readers who are familiar with the sort of prints which were
so much admired in the eighteenth century, when a profusion
of naked limbs of gods and goddesses were represented as

cushioned on rolling clouds, will remember how clouds and

thighs were alike seized upon by the engravers of those days
as pretexts forthe exhibition of a certain skill in cuttingclear
curves with the buri n. Such treatment could never give the
natural texture, but was a negation and destruction of it. I n

the etching before us M. Waltner has treated the nude w ith
the perception and sentiment of a painter. I t is like fair
living flesh, and not like the back ofasilverwatch ornamented
w ith eccentric tooling. The outline is so soft that the eye, in
trying to follow, is constantly losing and finding it. The

modelling is wonderful, considering how limited is the scale of
light and dark where shadow itself is fair like shaded snow.

And yet the lights tell forcibly enough although there is so
little shade to help them. All the rounding of the beautiful
limbs and body is got by very simple and facile dry- point
sketching

, aided perhaps by the burin, but if so by the burin
used quite freely and artistically as an etcher may fairly
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employ it.‘ The background of foliage and the foreground
of plants are all bitten, and so is the abundant hair.

BRUNET-DEBAI NES. I ntinkur de Cour en I talic, after
Decamps—The original picture belonged to the Wilson col
lect ion, and the etching was published along with many other
plates from that collection in 1873. The subject is simply a
picturesque courtyard, with rough walls, archways, and gal
leries to pass from one house to another. There were great
opportunities, in a subject of this kind, forDecamps to enjoy
his singular powers of rendering rough textures, and also for
his strength of light and shade. M . Brunet-Debaines has so

completely reproduced the mannerofDecamps in his etching,
that any one who, without knowing the original picture, knows
othersof its class, by the master, will at once feel, afterstudying
this etching, that he has seen the picture itself. Rarely has
an engraver entered more complete ly into the tastes and

qualities of the painter he had to interpret.

BRUN ET -URBAIN ES. Ruined Castle on a Lake, after Al

bert Cuyp.
—I t is by no means an easy thing for a good

modern landscape draughtsman, such as the etcher of this
picture, to go back to the landscape of the seventeenth century
and throw himself into it quite heartily. The qualities of such
a painter as Cuyp reside much more in pictorial harmonies
than in any great knowledge of nature. There is so much in
this picture which to an educated modern must seem poor
almost young- lady- like

,
if I may say so without offending

both connoisseurs and young ladies at the same time—that
one may very easily overlook its two great merits of repose
and beautiful lighting. I was delighted

,
when the first proof

was sent to me, with the etcher’s absolute forgetfulness of

The burin hasalways been considered apermissible auxiliary tool foretchers.

It is veryuseful in that way, but, unless in skilful hands, dangerous to the harmony
of the work.
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slung behind him. Betw een these two, at a greater distance
from the spectator, sits a younger officer in cavalry uniform,

with his right arm resting on a table, the hand holding his
pipe

,
which he forgets to smoke in his anxiety to guess from

the expression of his superior's face the nature of the intelli
gence just received. The costumes are those of the eighteenth
century, and so is the furniture of the room.

Every one knows with what thorough study and accuracy
of finish Meissonier always presents the details of his figures
and their surroundings, what a master he is of imitation, and
how careful he has generally been to select subjects which
permitted it. The present work is a striking example of the
painter's qualities, and a still more striking example of the
closeness with which a skilful etchermay echo the work of a
painter, though the echo is but in black and white. Let us

first do full justice to M. Mongin in the much higher study of
expression , let us not forget that the faces are of chief import
ance here, and that they are rendered perfectly. We have
the imperturbable look of the old general who reads the letter
(youmay guess about as much from his visage as from his

pigtail), the ratherwearied and anxious look of the younger
officer, and the half- insensible but disciplined and military
profile of the estafette himse lf, who keeps up his soldierly air
though harassed by fatigue and want of sleep. This dramatic
interest is, however, soon exhausted, forwe are aware that we
can never know the contents of the letter if we were in the
theatre, the actor would read it aloud to us, but this painted
actor is dumb and cannot even change his attitude, he must
stand for ever, as he is standing now ,

with booted legs wide
apart, in the attitude of the Colossus of Rhodes, and however
weary the messengermay be he can never quit this presence.

But such is the nature of pictorial art that when the interest
of the subject is exhausted, that of the skill with w hich it
has been represented remains. We follow ,

in imagination,
the artist as he works. and are delighted by the triumphs of
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his hand. There is plenty of such technical interest in the
remarkable plate before us. The versatility with which the
etching- needle is made to imitate the appearance of different
substances—marble, glass, leather, wood, cloth, fur, etc—and
the accuracy of shading and biting which gives their exact

relative values of light-and- dark, are in themselves interest
ing to a student of art. I f the reader had the plate before
him,

he would perceive how many different kinds of treat
ment the etcher has adopted to get the different qualities of
things—deep bitings and shallow , close lines and Open

, sharp
accents and soft shades. I cannot see how Meissonier's
picture could have been engraved more accurately with the
burin even as to relative values of light-and- dark, but I
know very positively that no burin-work could ever have got
this variety and truth of tex ture, nor could it have followed
so closely the minute points of drawing on which much of

the fidelity of the translation into black and white depends.

WI SE . Tlie Triump/z of Scipio, after Mantegna. This
plate was published in the Portfolio for January 1874 , and

was the first of the National Gallery series. The original
work is a tempera design in chiaroscuro—a long frieze, of
which only a portion is given in the etching. I mention it
here as an instance of successful inmrctanon . I t is not

really an imitation of Mantegna
’

s work, but a bold and

powerful translation of it from the language of tempera into
that of a simple sort of etching. Yousee at a glance what the
work is

,
for no artifice conceals the strokes of the point, but

youwould have a difficulty in guessing the exact nature of
Mantegna

’

s pain ting, if youwere not acquainted with it. I n

Spite of what has been said in the last few pages about the
imitation of texture in working from pictures, I do confess
that a certain independence on the part of the etcher is by no
means displeasing to me. This need not prevent him from
expressing the clearest understanding of the picture before him.
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LE RAT. Portrait of L canardo Lorcdano, Dog e of Ven ice,
after Giovanni Be llini—This is an uncommonly beautiful
piece of eng raving , but whether it is quite fair to Speak of it
in a book on etching may be doubtful. Let us take it as a
text for a short sermon about the transition from etching to
engraving. The etcher has generally a burin or two and a

few dry points amongst his tools, the latter, perhaps, sharpened
like burins with triangularsections and cutting edges. When
the biting has not done all that was expected from it, the

artist may feel indisposed to take the trouble of regrounding,

so he works with the burin a little, or a sharp dry point of
hard stee l. After having done this often, he insensibly
acquires considerable skill, and is more and more tempted to
do it again. Finally this engraved work covers so much of

his plates that, as in the present instance, it is equal in
importance to the bitten work. Go a step farther still in
this direction and youhave the acid employed merely to fix
a light design used for guidance, whilst the serious business
of the performance is entrusted to the graver. Some etchers
from pictures are now going so much in this direction that
there is a chance of their becoming real burin - engravers ulti
mately. The plate before us was begun as an etching, and
then engraved upon till it reached its present condition of

high finish. Let me not be supposed to insinuate anything
against it, for it is an exquisite piece of work, which ought to
have satisfied both the Doge and grand old John Be llini if
they could have seen it. (Porlfolio, January

JACQUEMART. Repose, after Berghem—This and the

following plates by Jules Jacquemart were published by
Messrs. Colnaghi in aseries from the Metropolitan Museum of

N ew York. The art ist prepared himself for this task and

others of a similar character by the study of effect in etching,
instead of pursuing hismarvellously successful studies of form
and texture in objects of still life. I well remember that
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tranquil spaces, the etching- needle can easily follow broken
surfaces and ragged outlines. This we knew, but the novel
element in this plate from Berghem is the successful imitation
of luminous quality in the touches. I n work of this kind the
touches glisten like dewdrops ; they are not paint, but an
artful assemblage of jewels. I wonder what Jacquemart
would make of the glitter in a dewy Constable ; he would
give it, I believe, with an unprecedented fide lity. Another
reflection which occurs is, whetherBerghem could have etched
his own picture in this rich pictorial manner. We know
what his manner was in his etchings—brilliant enough, but
neither pictorial nor rich.

A close examination of the workmanship in this plate
reveals so much of its secret as is dependent on method
merely, and not on sensitive interpretation. The lines are

never laid without great care for their tonic value ; and so

soon as any line, however short, howeverapparently necessary
to the delineation of form, would interfere in the least with
the tonic value of the painter’s touch, it is suddenly abandoned ,
and an empty space left to tell the rest of its story. Treat
ment of this kind is as consummate, technically, as etching
can be. The line is used quite frankly everywhere

,
and there

is no attempt to hide it ; but, on the other hand, the artist is
never carried away by it, not even to the extent of the thou
sandth of an inch. The entire absence of that tightness of

mannerwhich very young artists often take for delicacy of

drawing, may possibly incline some of them to pass by this
work slightingly, as a careless sketch of landscape. Any one

of that opinion is invited, with due respect, just to copy the
face of the woman on its own scale.

JACQUEMART. Tbe Ma rdyck, after Van Goyen .
—The

sort of subject which Zeeman would have etched in his quaint
dry way, and it is highly interesting to observe the effects of
Jacquemart

’
s wider experience. Zeeman evidently enjoyed
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light, and space, and movement ; but he had no richness, no
unction, if I may use the word, nor did he understand fine
arrangements of chiaroscuro. This etching from Van Goyen
scarcely contains more lines, if they were counted, than one of
Zeeman’s plates, and yet the difference of arrangement and
ofmannermakes this plate opulent and glowing. An ignorant
etcher would have given a month

.

of useless labour without
getting either the light or the movement of these rolling
clouds, or the smoothness of this calm water. There is nothing
here but the bare etched line

,
as frank as possible everywhere,

and yet the varied employment of it, to any cultivated spec
tator, suggests everything of the picture but its colour.

Though this is amerit of the painter's, let me add that the
composition of this sea- piece is as subtle and cunning as the
composition ofa simple subject possibly can be. The coneen
tration of light in the middle, by the golden cumulus and its
reflection, the indication of perspective by the tw o lautem
poles on the sandbanks, brought purposely near in the picture,
and contrasted in their leaning, the arrangement of the ships
and boats, all in pairs (a common practice with Turner also,
but not, as we see, invented by him) the smoke on the distant
sandbank and its reflection marrying earth to heaven and

water by a little central cloud—all these things, and more
that I have not space to enumerate, prove the most thoughtful
artistic intention. Even the cannon- smoke from the ships of

war has its pictorial purpose ; it gives clouds close to the
water, and these clouds help the light, for that against the
focus of the picture is very much lighter than the other.

JACQUEMART. I n terior of a Dutch Cottag e, after \Villem
Kalil—At the first glance, a critic half experienced in etching
might fancy that this plate had been very imperfectly bitten,
and that the etcher could not draw things clearly ; but he
would be much mistaken, for it is one of the cleverest in the

whole set. The subject is the obscure interior of a cottage,
2 C
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with an effect of dull daylight through an unseen aperture of
some kind. The play of imperfect light, the passage from
light to obscurity, have been rendered by the painter with
great care, and the one effort of the etcherhas been to make
things clear just to the degree which the painter intended, and
nofart/ter. On the part of Jules Jacquemart this must have
needed especial se lf-denial, for it so happens that there are
many things in this picture which, if left to himself, he would
have drawn farmore brilliantly than the painter. To publish
an etching of this kind is certainly a very high compliment to
the art - culture of this generat ion, as it is rather strong meat
for babes ; but we are bound to praise the forgetfulness of

se lf and the simplicity of purpose in faithful interpretat ion of

the picture, which are evident throughout this w ork. An

uneducated public would see nothing in it—would not even be
able to make out the objects which are indicated by ch iaro
scuro simply without any explanatory design, a touch of light,
a patch of shade, a half- light, and a reflection. What is the
woman doing ? I know

,
but leave the reader to amuse himse lf

by guessing, w ith the observation that all northern readers
will inevitably guess wrong.

JACQUEMART. Portrait of a Young Woman, after Lucas
Cranach the Younger.—A very faithful and beautiful imita
tion of a quaint portrait in the costume of the sixteenth
century, with a rich coif and necklace and aveil. There is an
infinity of exquisite work in this etching, not only in the
richly- patterned dress and background, but in the delicate
pale shading of the flesh—a delicacy which adds much to the
force of the fine dark eyes and eyebrows. The face has a
serene, grave beauty of a very original type, and the expres
sion conveys a mixture of tranquillity and firmness, implying
eminent domestic qualities. Beautiful as it is, however, this
plate may be taken ratheras an example of the versatility of
etching than of its especial liberty and power. I t is im
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taken separate ly, will bear comparison w ith the finest of those
other distinguished interpreters of pictures whom we have
already studied in this chapter. I n one power he certainly
surpasses every one of them, namely, in the critic’s gift of
sympathy with very different kinds of talent. I t does not in

the least signify what an original artist, who never translates
the work of other men, and who never writes about it, may
think of his rivals in this orany otherage. The readerwould
be much astonished if he could learn how much ignorance and
prejudice are perfectly compatible with a successful artistic
career. But when an artist undertakes to interpret the work
of many who differed in mental faculty and in technical
training, both from himself and from each other, he must
eitherenter heartily into theirwaysof thought or else grossly
misrepresent them. H e then requires that rare gift of a good
critic which enables him to enjoy opposite kinds of work, and
to admire them with such perfect sympathy that for the time
being each may appear right and suflicing in its own order.
Unger has this in perfection. I will answer for it that he
must be a very delicate and discerning critic of painting, that
his intelligence must be comprehensive and his appreciation
just. The mass of his etchings, taken together, are, in fact,
a commentary on many great painters, which, instead of being
written out in words, is drawn on, copper with the point.
Throughout it Unger speaks to us as clearly about the
pictures as Vosmacr, the distinguished critic, when he writes
Dutch or French. To possess these etchings is much less, no
doubt, in ageneral sense, than to possess the original pictures,
but there is a certain special, yet very intelligible, sense in
which it is somewhat more. We have here much of the

painter, but not all we have also something in addition, and
that is the intelligent explanation and commentary of an

observer who well knows what is admirable, and what is
personal and peculiar, in the executive expression of the great
painters whom he interprets
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The picture before us, one of the most charming and

interesting representations of domestic life in the seventeenth
century which have been handed down to us, represents a

young gentleman and his wife in their small but tastefully
arranged draw ing-room. The walls are covered with tapestry
to the height of the door, and above the tapestry are hung
Dutch landscapes, rather too high to be studied, but good as
panels for the decoration of the room. The lady is standing
at her open clavichord, the lid of which shows on the inside a
sylvan landscape with musicians. The gentleman is gravely
seated by the table turning the leaves of a book. On the

table are a globe, a statuette, and an hour-glass. There is an
indescribably charming air of learning, discretion, and artistic
taste in the whole scene. I t seems to us that life must have
had true dignity, peace, and sweetness under these conditions.
And now please observe how absolutely Unger throws him
self into this grave and quiet temper, and with what unhurried
sobriety every touch is laid ! We shall see him in other
tempers before we leave him.

‘

UNGER. Paysage Mon tag neux, afterRembrandt—This is
one of the most complete of Rembrandt’s landscapes, and a

very fine and majestic composition it is. There is a river in
the foreground with a windmill to the right, a bridge of one

arch crosses the river, and a horseman is riding towards the
bridge. I n the distance is a hilly country with trees and

some ruins.

So faras w e may judge by the etcher
’

s portrait of himself on the title-

page,

which by the way is one of the most consummate bits of free etching produced in

modern tin es, it appears as if his own personal feeling were not only very dif

fetch t from that of the etching described in the text, but even strongly apposed to

it. Unger
’
s own manner would be light, facile, and intelligent almost to execs ,

but by no means distinguished for gravity or sobriety. That portrait of him elf is

done in an excellent spirit foran etcher. The drawing is sound and strong, with

out the least trace of any sort of pedantry, and the ease of it, which is the result

of real power and know ledge, is trulymarvellous.
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The study of minute detail which prevailed in the Eng

lish school some years ago is likely to make us undervalue
the qualities of such landscape—design as this, which relies
entirely upon mass ; but if the reader takes delight in the

fine artistic arrangement of masses he will enjoy this land
scape much, and be very thankful to Unger for the quiet truth
of tone with which he has rendered it. The picture would
not be diffi cult to copy in charcoal or sepia, but it must have
been extreme ly diflicult to etch, for it all depends upon tonic
relations, and if they had gone wrong in the biting the plate
would have been without meaning, for it has no strong
expressive lines to help it. Unger has rendered it in the

most unobtrusive way, and all has come just quietly right,
even to the palest tints of the distance and the sky. H ow

grandly Rembrandt has placed his ruin and supported it !

UNGER. Buste dc Femme, after Rembrandt—The lady
shows one hand, her left, which is gloved and holds a flower.
She wears a necklace of large pearls.

This is not one of the most striking plates in the series,
but it is assuredly one of the most perfect. The face is
treated with the greatest delicacy, and yet w ith consummate
ease. Observe the thoroughness of the skill and knowledge
w ith which the reflections are reserved. The texture has the
softness of flesh, and that of the costume and background is
vigorously opposed to it. Unger has entered so well into
Rembrandt's spirit that we recognise the great master at a
glance.

The eyes of this portrait are charming in their softness.
I think Ungerhas made the haira little too wiry and coarse,
but the coarseness of texture in the dress is very valuable.
The glove is inevitably ugly, for in those days nobody
thought of such a thing as a glove that would fit the hand.

UNGER. LeDonneur, after A. Van Ostade—A cobbler
is sitting asleep in a little corner close to a wooden partition.
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UNGER. Portrait d
’

H onune, after Tintoret. This is the
portrait of a young Venetian nobleman, perhaps twenty-seven
years old, or so, but nothing seems to be known about the
original except what may be gathered from the picture itself.

I t is one of the grandest and most impressive portraits in
existence. The dark face—of the deepest I talian complexion
already, and looking like bronze when set upon that large
white frill—is high up in the corner of the canvas to your
right. The left hand of the portrait is hanging by his side,
gauntlctted in a great leatherglove ; the other, also gloved, is
placed upon a table. The costume is that of the sixteenth
century, but dark, grave, and without an ornament. The

attitude is erect and soldierly, but the main power of the

work lies in the expression of the face. The eyes are like
coals of fire. I t may be doubted whether such another pair
of eyes exists in all the world of painting. When once they
have looked at you, no farther explanation of the man

’

s cha

racter is necessary. There are portraits of the thoughtful and
melancholy kind, which have awakened an unceasing curi
osity, but this would excite fear in a timid person, and resist
ance in a bold one. What a haughty scrutiny there is in that
glance, and in those lips what iron resolution ! This young
lord of Venice, whoever he may have been, was one whose
passion a woman might dread, and whose enmity a brave
man might think twice before incurring. Laws and civilisa
tion have in our days so quelled the fire of individual natures
that we can hardly realise the time when passionate men
were as dangerous as volcanoes ; but there are a hundred such
in I talian history, who were not better neighbours than
Vesuvius.
Meanwhile we have forgotten H errUnger, simply because

he has done his work so well. Only one thing needs to be
said specially about the etching, and it is this—Some plates
can produce their effect on the mind with little tone, but this
one positively needed the darkness of the costume, and the



TH E I N TERPRE TERS OF PAI N TI N G. 393

darkness of the face ; the impression on the mind is partly
due to it.

UNGER. Portrait d
'un Chanoine, afterAntonis MorVan

Dashorst—This is one of the finest of the serious portraits in
Unger’s portfolios. I t is almost entirely in dark tones, and
the etcher has not succumbed to the temptation of enlivening
them by sparkle here and there, as a common engraverwould
certainly have done with such a piece of work before him.

The dign ity and sobriety both of the original painting and

the reproduction are, in their way, beyond praise. There are
no touches of light even on the eyes, and the small frills
about the neck and wrists are so much shaded that they do
scarcely anything to relieve the general gravity of tone. The

canon’s countenance has the same gravity and seriousness,
but without any hard severity. H e looks charitable, but not
inclined to familiarity. Clrarita: Izabenda est ad ow ner

,
red

UNGER. H ail, F idelity I also designated Sir Ramp and

as M irtrers, after Franz H als.
—A more striking contrast in

both temper and execution than that between the picture
just cri ticised and this one could not be imagined. From
dign ity and sobriety to their exact opposites seems adistance
not easily to be traversed ; yet as Unger could be grave with
the learned canon ofAntonisMor, so he can be jolly w ith this
merry gentleman of Franz H als. I t is not simply that the
faces here are gay, whereas the otherwas serious, but the very
touch of the point is changed. H als had great dash and

decision in his handling, and a peculiar sort of flickering
brilliancy, which was due to his way of rendering surfaces
whenever he could by facets, and to his excessive taste for
strong accents. I t was essentially a vulgar conception of

form and surface, but it had much—toomuch—vivacity. I n

this vivacity the technical manner of Hals corresponded
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admirably with the sort of subject which he generally pre
ferred ; so that he had one of the greatest merits an artist can
have, namely, a perfect harmony between mind-work and

hand -work. The painting here is full of dash and go. The

subject of the picture is a roystering blade in the he ight of a
merry hour, his glass raised high, his face beaming with
laughter and the spirit of loud jollity, whilst nestling under
the huge plume of his prodigious hat is the merry visage of a
woman, not pretty certainly, but able, as it seems, to enter
into the gentleman’s frame of mind. The most respectable
personage here is the dog whose head appears in the corner.
This is the sort of life which Franz H als lived, and this is

how he painted it. Anything more spirited than Unger’s
translation of the picture it is impossible to imagine. All the
life and vigour of H als are reproduced in it.

UNGER. Frans H alf and Lysbetlz Rey n iers, Iris second

w ife, after Franz H als.
—This is quite mild and respectable in

comparison with the other, but there is merriment here too.

The painter is seated under a tree in a garden with his wife.
Both are laughing heartily, and she has herhand affectionately
on his shoulder. The absence of a wine- glass seems an

unaccountable omission. Let us hope that the artist has
inward satisfactionsarising from recent and sufficient potations.

H e looks as if he had.

Both Mr. and Mrs. H als are most respectably dressed in
black cloth and black silk

,
and their linen is elaborately got

up—not a little matter in those days of huge frills, and cuffs,

and collars. I mention the etching chiefly for the ease and
simplicity of its execution.

UNGER. Tire Govern ors of tile Asy lum for Old Men in

1664 , by Franz H als.
—I n this picture the artist does all he

can to be serious
,
yet nevertheless puts atw inkle of merriment

into the face of an old man in the background, as if he were

irreverentially laughing at the worthy Governors.
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interpret ing rather than imitating a picture ; and I suspect
that Unger himself must have been fully aware of its merits,
for I see that he has (very allowably) put his signature con
spicuously in the upper corner to correspond w ith that of
Paulus Potter” in the low er. Potter was a mere boy (only

n ineteen) when he painted the picture, and there is really not
very much refinement of drawing about it ; but it is easier in
manner than the work of young men usually is

,
for there is

not the least strain or tightness This facility has been
rendered very happily by a corresponding facility in the

etcher ; indeed it is a better etching than Potter would
himself have made of the same subject, for he w as always
rather hard in manner as an etcher, though he drew well and
distinct ly. I f the reader has access to the plate, let him
observe the admirably slight treatment of the sky , on which
no vain effort has been wasted, and the open work of the

foreground.

There is a great deal of artist- craft both in Potter’s
management of this very simple material and Unger’s inter
pretation of it. Four cows, a little old tree, a b it of fence, a
little common rough pasture ground, and in the distance a
tree or two, such as youmay find anywhere—this is all ;

and yet out of these materials the young Dutch genius con
structed a picture w hich is a picture, and not a mere study as
somany are. H e knew how tomake the most of his material.
Such awork as this ought to be a consolation to artists who

live in unpicturesque localities. The materials of art are

everywhere
,
the makers of art are not so common.‘

A few words of praise are due to the spirited publisher, Mr. Srj thofl of Ley

den, for the manner in which these etchingsofUngerhave been published. They

are printed on fine Dutch paper, and mounted (pasted by the upper edge only) on

sufi ciently good boards, in such a manner as to enter into the most carefully

arranged collections w ithout farther change. They are accompanied by a test

printed w ith the greatest taste on very fine Dutch paper. The only objection I

have tomake to the publishing of the set from old masters is that there is a difi

culty of reference. The plates are numbered, it is true, in the corner of the

boards, but there is no corresponding number in the printed text, so that the title
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of the plate is not readily found. In the other publication from Franz I
-Ials, this

is managed better. The title is well printed in red ink on a fly
-sheet which

accompmies each etching. I observe that Mr. Sijthofl
'

has three classesof impres

sions of the Hals series—artist’s proofs on old Dutch or I ndia, selected proofs on

Indiapaper, and prints, which put the price of each etching at 7s. 4s. 6d . and

2s. 6d. res pectively. On the other hand, the series after various old masters is

printed in one class ofproofs only, and issued at aprice which puts themat rather

less than 2 3. 9d. each. Considering the expense of text, covers, and portfolios,

and the cost of printing, mounting, and advertising, w ith the deductions ofagencies

abroad, this is most reasonable ; and Mr. Sijthofl
'

deserves our thanks forplacing
works of real art, thoroughly well got up, w ithin the reach of cultivated people

who have moderate incomes. I see that M. Vibert is having his pictures etched

by different etchers underhis own superintendence, and that the series is to be

published in parts of ten plates each, at £20 the part, or £2 each plate. Of

course every one has a right to charge what he likes forhis ow n merchandise, but

I have already expressed regret that the circulation ofworks of art should be arti

ficially limited by excessively and unnecessarily high prices, intended to give them

afictitious value as rarities. I n the case of large plates which cost great labour,
such as a few of the most important by Flameng , a high price is an inevitable

necessity if the artist is to live by his w ork, but it is a necessity to be regretted

both in the interest of the public and for the artist
'

s fame. One great difi culty is

the enormous trade percentages. I have known more than one instance in which

publishers charged fifty per cent merely as agents, and left the etcher to pay all

expenses of printing and advertising . M. Flameng is trying to avoid this by tak

ing subscriptions at his ow n house (2 5 Boulevard Mont Parnasse, Paris) for two

new plates of his, afterRembrandt—La [coon d’Anatmnie, and LetM e. H e

prints three classes of proofs at £8, £6, and £4 each. Rajon published his por

trait of Stuart Mill at five guineas for artist
’

s proofs, and two guineas for proofs

after letters, but this was issued through the usual channels. There appears to be

a demand for early impressions ; but if the reader cares forartistic quality, and is a

judge of it, he w ill value impressions simply for theirmerits, whether early or late.
Unless in the case of drypoints, or etchings much retouched w ith drypoin t (the

bur being left) the five -hundredth proofmay be just as good as the fifth, and w ill

be better if the printerhas been more lucky w ith it. A sufi cient price ought always

to be charged to allow the printer to give plenty of time and care to his work, and

to destroy every defective impression . This is really important. The utmost care

should be taken about paper, too, but this need notmake etchings costly, fora

sheet of the finest paper costs very little.

I much regret that Mr. Seymour H aden
’

s very important plate after Turner
’
s

Calais Pier, a plate measuring ayard square, is not yet published (June so

that I cannot speak of it in this edition of my book. I t will, however, in all pro

hability, need no help from criticism. A great press has been built on purpose to

print it, paper has becn manufactured specially, and costly real sepiahas been pro
'

cured from the Adriatic for the priming-ink.
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01V COPYI NG ETCH I N GS I N FACS IM I LE .

I T is an excellent but at the same time a most severe and
irksome discipline, to copy etchings by great masters in fac

simile. Thismay be done either by a student of the art forhis
ow n instruction orby an accomplished master in order to popu
larise noble works which in their perfect states are so rare as
to be inaccessible toallbut a few ofthe most wealthy collectors.

The technical peculiarities of the old masters can never be
quite thoroughly understood by us until we copy them , and

the act of copying is a continual revelation, but the patience
that it requires is unimaginable so long as we have not tried
it. Young engravers with the burin are trained in the use of

their supremely difficult instrument by a discipline of this
kind, and although the etcher aspires to more freedom and

originality of manner, he may do wisely, at a certain period
of his career, to imitate their teachableness and forgetfulness
of self, in order to study, line by line, the means of expression
by which the immortal masters have given their genius to the
world. Such work whilst it lasts is slavery, and to some
utterly unendurable, but whoever can compel himse lf to
undergo it will come out of it with tripled strength.
L ine by line, I have just said, for in this close application

of the copyist every line becomes a separate study needing a
distinct effort of observation and another distinct effort of

manual imitation.

There is not space in this volume to say much about the
copyists, though some of them have done marvellous feats.
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will seize upon every etcherwhen he examines it. I n a certain
sense, and for some peculiar reasons which will be given in
support of the assertion, it may be boldly affirmed that, as a
technical performance merely, such a copy as this is even
more wonderful than the original plate itself. There is a

freedom from restraint in all original artistic labour which is
not compatible with the duties of the Copyist, and yet at the
same time the copyist has to play his part so perfectly as to
seem not less free in thought and hand than the original
artist whom he is imitating. Rembrandt may get a shade, in
the biting, paler or darker than he intended it, but who can

point out where his ideawas imperfectly realised —or even in
the drawing of a form a line may fail to correspond quite
accurately to his thought, and yet no critic who ever lived
discovered the secret of that failure. The freedom of original
art is due to the impossibility of comparing the work of the
artist with that which it professes to represent ; but the copyist
knows that the very first thing any one will do when he has
the opportunity, will be to put his copy side by side with the
original and test it by tw o comparisons - one for the general
effect and the other for every detail. H ence, in selecting a
work to be copied, we must remember that the more case and
freedom there is in the original performance the greater will
be the difficulty of imitating it, and so true is this that painters
cannot copy their own sketches. I t is easier to write a thing
for the first time freely in ourown handwriting than to copy
ourhandwriting in facsimile. A child could make a labyrinth
of scrawls in a quarter of an hour which the most skilful
draughtsman could not reproduce w ithout great care and
labour, and a considerable expenditure of time.
Now it so happens that this H undred-Guilder Print offers

every conceivable difficulty to the copyist. I t isapiece ofwork
in which great freedomofmanner is united to an extraordinary
delicacy both of line and tone, and no copy can be successful
which does not renderall those delicate lines and tones with
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complete fidelity, whilst preserving to the full at least the
appearance of that freedom which Rembrandt really enjoyed,
but which in the copyist is nothing but the most consummate
acting. I t is in a certain sense more difficult to copy an etch
ing in etching than to engrave a picture which the engraver
may interpret as he chooses. H ere there is no choice ; what
ever the master did the copyist must do afterhim.

The process, too, offers the peculiar difficulty that the
artist does not see his work during its progress, except at
occasional intervals, when the etching-ground is removed from
the plate, and a proof taken between one state and another.

Then he has to draw every line in reverse ; and though he is
aided by tracing- paper and the mirror, this is still a very seri
ous inconvenience. And for the intensity of his shades he is
dependent upon an auxiliary, which is proverbially difficult
to manage, and capable of unexpected treacheries—the
acid.

There are passages in a work like this which put to the
severest test the capabilities of the executant, because if you
cannot conquer them at the first stroke you cannot conquer
them at all. There are faces which do not contain more than
a dozen lines, and upon the exactness with which these are
placed depends the whole expression of the countenance.
Let the hand tremble neverso little, and its uncertainty will be
at once transferred to the copper in the weakness of a false
and ill- regulated line. Although Rembrandt was prodigal of
lines in transparent shades and half tones, he was most eco
nomical of them when he pleased him to dessiner d a trait, and

the copyist has no choice but to use a like economy. N ow

when the expression of a face, perhaps the face of the most
important personage in the composition, is entirely dependent
upon the correct and skilful drawing of one stroke, which in
many such cases cannot be done slowly, and cannot be done
twice without effacing it entirely from the copper, the reader
w ill at once perceive the degree of sureness of hand and eye

2 D
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which is necessary fora feat of this kind, and he will, appre
ciate the difficulty of a performance in which such feats must
be attempted over and overagain.
M. Flameng was prepared forhis task by a training much

more complete than that which etchers have usually received.

Men who loved and practised the genuine art of etching have
hitherto generally been painters who could not give time
enough to the copper to vanquish all its difficulties, and were
therefore obliged to content themselves with work which,
although it may have been roughly expressive of their ideas,
was often, from the technical point of view,

rude and imperfect
in execution. Many amateurs have also attempted etching,
and one or two of them have succeeded in producing the kind
of work which a painter is most likely toachieve ; but neither
painter noramateur can attain the technical power necessary
to cope with Rembrandt, unless he gives the time which
Rembrandt gave. M. Flameng has had a thorough engraver’s
education, and is indeed at thismoment one of the best burin
engravers in EurOpe ; and, besides this, he has from childhood
been a passionate admirer of the great artist- etchers

,
whose

spirit is his ow n spirit, whose antipathies and preferences are
his ow n preferences and antipathies. H aving studied Rem
brandt all his life, and copied him not a little, he came to this
plate prepared for his great task by the thoughts and labours
of many previous years, and sustained and encouraged, more
than would have been possible to any one a little time since, by
that extension of a serious interest in etching which is one of
the most striking evidences of the increase of artistic culture in
EurOpe. I t is something fora great engraver to feel and know ,

when he engages in such an enterprise as this, that in every
capital in the civilised world there are at least afew intelligent
and cultivated persons by whom he will be gratefully and

immediately appreciated. This is not the sort ofwork which
the vulgar have ever cared for, and they may be left to their
showy prints ; but it fortunately happens that the cultivated



https://www.forgottenbooks.com/join


404 COPYING ETCH INGS I N FACSIMI LE .

indeed from niggling —is as remarkable on the one hand as
are the sureness and se lection of line on the other. The

chiaroscuro is arbitrary, of course ; Rembrandt’s chiaroscuro
usually was arbitrary, and it would be easy to point out
impossible lights and shadows. But, whatever Rembrandt
had amind todo, that he did in the most efficient and masterly
manner. I f he wanted a shade to be liquid and transparen t,
it became merely so much partial darkness, and you see

through it just what you ought to see and no more. I f he

intended a form to be well defined, it will be clearly visible at
the right distance, though the means used be of the slightest.
I f he wanted a light to Sparkle, it became luminous like a
jewel. But enough of these technical considerations. The

technical craft is useful—it is even indispensable ; but its best
employment is to lead us beyond itself to some thought that
may lift up our hearts. There is one pale, plain grave face in
the centre of the composition, surrounded by a nimbus of dim
glory, which is more affecting in this earnest northern art than
in the stately design of Raphael.
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mechan ical part of the work has been undeniably much improved during
the last few years, as the reader w ill soon gather from the following

pages.

I f youget your plates from any good English makers youw ill seldom
have any trouble on account of their quality . I have been well supplied

by Mr. Wilson (Harp Alley, Shoe Lane, E C ), and also by Messrs.

Hughes and Kimber (West H ard ing Street, Fetter Lane, E C ).
The chief defects to be guarded against are excess, deficiency, and

inequalities of density. A plate good for engraving is homogeneous and

sound in substance ; a bad plate is often either too hard or too porous,
or both. After some practice the etchermay learn to test a plate in two

ways, either by engraving a few lines upon it w ith a burin, or by leaving a
few drops of diluted acid on its surface, and, after having washed them
away, examin ing the roughened surface they have left w ith the help of

amicroscope. I f the burin isused, the noise it makes w ill tell the ear
,

and the degree of opposition w ill tell the hand, when a plate is too dense

to be ofuse, or when there are inequalities of density. The test by acid

informs the eye when the grain of the copper is irregular ; this cannot be

detected on the polished surface
, but is seen easily when the acid has

removed the polish and show s the real grain of the metal.

H ammer-beaten coppers are preferred to rolled coppers, and an ex

perienced artist wrote tome, When youorder your plates, always order
them to be extra-hammered.

”

I t is w ell to order special atten tion to be given to the bevelling of the

edges. li the plates are prin ted upon certain kinds of paper they w ill

break the paper if they are not properly bevelled, and when the printer

sees this result he reduces the pressure on h is roller to avoid it, the con

sequence being w eakness in the proofs. See that your bevelled edges

are w ell polished, so that they may print clean .

Copper is the only unobjectionable metal for etchers. Brass is nu
equal, and is never used for anything artistic. Zinc is a very porous

metal, but forrather coarse and picturesque sketches itmay sometimesbe

preferred. I believe Jean ton used it for his rough sketches. Formerly
the great objection to zinc was the small number of proofs which it

yielded, but this is now overcome by electro-metallurgy. A zinc plate

cannot be steeled, but it can be coppered , and w ith this protection w ill

ield an edition . Zinc may sometimes be useful to amateurs who desire

a small numberof proofs to give to their friends, even w ithout the coat of

copper, and then it is a very cheap metal to use. Sketches done in a

simple way, w i thout much delicate shading , as, for instance , caricatures,

may be just as good on zinc as on any othermetal, but it is not suitable

forfin ished work .

Steel was more valued for etching formerly than it is now . I t was

valued because it yielded large ed itions. A c0pper plate can now be

covered w ith a very thin coat of steel by the electro-type process w ithout

injuring the artistic quality of the design, and the protected copper w ill

also yield large editions. The copper plate can also be de-steeled and
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re-steeled several times, so that there is really no longerany reason for

etching on steel, and there is one most serious objection to it. One can

never trust a steel plate out of sight without anxiety. People are so

careless, even about the most valuable property, that they can seldom be

trusted to take care of things that rust easily corrupts. A very valuable

steel plate, by an eminent engraver w hom I knew , was so entirely

destroyed by rust that the idea of publishing it had to be abandoned.

When copper plates are steeled w e are still exposed to the rusting of the

steel coat through the carelessness of printers, but this is nothing in

comparison w ith the other danger, for though the rust may eat through

the steel coat it w ill not attack the copper, and the only inconven ience is

the slight expense of having the plate steeled overagain. A short bath

in w eak n itric acid and water w ill entirely remove the injured steel coat

w ithout hurting the plate.

CH APTER I I .

ANYTH I NG in the shape of a pencil w ith a hard point will do for an

etching
- needle. Steel is thematerialusually employed foretching-

points.

They are very commonly set in wooden holders. The whole instrument
may be made of a single piece of steel. I n that case it should be kept

thin from the point to the place held by the fingers, or else the eye would
be inconven ienced by it, for in doing fine work a thick instrument
troublext

'

ee draughtsman by always hiding some portion of the work that
he desw es to see. I t is a conven ience to have the instrumen t in a single

piece, because when set in wood in the ordinarymanner it becomes shaky
in time, ifmuch pressure isused . Weight is not an objection , but the
contrary, for although an etcher's work must look as if his hand were

light, he must never draw very lightly in reality
—if he did, the point

would not en tirely remove the etching
-

ground. I t might be sufficien tly
cleared away to show the copper, yet not en tirely cleared away, so that

the acid could not attack the copper equally. This is especially likely to

happen to inexperienced etchers, because they retain from the practice

of some other art, such as penciLdraw ing, the habit of varying their pres
sure, and when they want to etch some delicate passage they instinctively,
and w ithout reflection , press too lightly.

When the etching-needle is sharpened toa fine point, it may easily be
made so heavy that if loosely held betw een the fingers the mere weight of
it willremove the ground sufficiently, but with blunt pointswhich are used
for thicker linesan instrument weighing so grammes is not heavy enough
to remove the ground without being aided by pressure. We have there

fore to keep up the habit of applying pressure in all cases.

A heavy needle may be sharpened at the two ends todifferent degrees
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of sharpness. I n this case it may be made thicker in the middle to gain

Forwork of great delicacy sewing-needlesmay be used, set in ametal
holderand held firmly in it by a little screw . They ought not to be thin,
nor long enough to be very flexible, as when too weak they are difi cult to
draw w ith accurately.

I t is these common sewing
-needles, set in a holder, which are used

when working in the acid, as the reader will see in the account of my
positive process.

The needle ought always to be strong enough for the etcher toscratch
well in to the copper itself w ithout stopping merely at the surface, for if
he stops at the surface he may not be sure of removing the whole of the

etching
-

ground, even though it seems as if he did.

There has always been some difference of practice amongst etchers
about the sharpen ing of the needle . Some like it to come to a poin t (or
to a flat blun t end for the thick lines), others like it to have a cutt ing
edge like the end of asmall chisel. There isa process called typographic

etching , in which a brass plate is covered w ith a thick coat of a white

composition like wax, and a very peculiar kind of needle is used to

remove this, which is too thick to be dealt w ith by the ordinary needle.

Having a set of these tools it occurred to me to try them in genuine

etching, and aftera little difficulty at first, I found them singularly valu

able . The instrument is, to begin w ith, nothing but a little round bar of

steel, a sixteenth of an inch thick. Two fiat sidesare made on the grind

stone, which meet at an angle like a capitalV in the section of the little

bar. The top or round part is ground down in the form of a snout, like

the snout of a field mouse, and there is a peculiar little edge at the very
end like the muzzle of the little an imal. The needle is set in a piece of

beech, five inches long and a quarter of an inch in diameter. I believe

these tools w ere invented by a son of Mr. Dawson , the eminent land

scape
-

painter, so for convenience let us call them the Dawson needles.

I discovered after some practice that one such instrument might be made

togive lines of three very different thicknesses, by simply turn ing it alittle

in the fingers. One that I now use habitually givesme
t . A very fine line in the direction of the cutting edge.

a. A broader line with the top of the snout when used upside down.

3. A very broad line indeed when used side-ways.

This, of course, dependsupon the way of sharpen ing the tool. The

practical reader will see at a glance the enormous advan tage of holding

three instruments in one. I t is an embarrassmen t just at first, but after
practice the hand becomes used to the capabilities of the tool, and by

turning it, quite unconsciously, between the finger and thumb, converts
it from one use to another.
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either in chloroform or ether ; it may also be dissolved in oil of lavender.

I f youmake the ether solution let it stand for three weeks, and then

decant the clearport ion into another phial for use. Some years ago I

used these solutions, and valued especially that in ether, but now that I

employ the roller, which w ill be explained shortly, I have almost aban

doued thismannerof applying the etching-

ground, except for the positive

process. When solutionsare used the etcher should take care to distia

guish between apparent drying, which takes place very soon, and real

drying, which may require many hours.

I t is not easy to ascertain, w ithout minute chemical analysis, what is
the composition of differen t etching

-

grounds sold ready
-made. M.

Flameng tells me that those sold in London are too adhesive for his

taste, but that they resist uncommonly well. The consequence of a too

great degree of adhesiveness in the ground is, that when the etcher does

not actually cut in to the copper, he may not en tirely remove the ground,
though he thinks that he removes it, and as an extremely thin film is

enough to protect the copper, the acid w ill not attack his lines. I have

often been tormen ted by this inconven ience when using English ground,
and avery great inconvenience it is, for if some lines are attacked , wh ilst

others are not bitten at all, the result cannot fail to be a disappointment.
M. Flameng says that a disappointment of this kind occurred to him
when he used an English ground, but that he has never experienced it

w ith the French one he commonly uses. I made his ground the subject
of some experiments, and found it satisfactory, but foruse with the roller
I prefer that of Abraham Bosse.

Each of the three elements in Bosse’s ground is there for some special

reason, and has its own work to do. The mastic gives hardness, the wax
softness, the asphaltum adhesiveness. The mixture of the three in the

proportions given above secures that very peculiar balance of qualities
which is required in an etching

-

ground. Pitch isused in some grounds
toget still greater adhesiveness. Mastic and pitch w ould be brittle w ith
out wax, but they would perfectly protect copper against acid. Wax pro

tects copper, but it is too delicate by itself, except for the positive

process.

A White Ground .
—White wax, 50 grammes ; gum mastic, 30

grammes. Melt the wax first as before in a pot surrounded w ith hot

water, and then add the gummastic very gradually in powder.

This is the same as Bosse’s ground w ithout the asphaltum. I t is

very transparent, but rather weak comparatively. Bosse’s ground itself,
when applied very thinly w ith the roller, w ill serve as a transparen t

ground if not smoked .

E tching
-Parter. The two grounds already described may be con

verted into pastes for application w ith the roller, by simply melting them
and adding oil of lavender in greater or less quan tity as the paste is

required to be more fluid ormore stiff. Mix the oil thoroughly w ith the

ground by stirring w ith a glass rod . As for the quantity of oil required
youcan judge of that easilv by letting a drop of the fluid caste fall on a
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cold slab, when it soon solidifies asmuch as it can . I f youfind it too
hard, add more oil. The most conven ient kind of paste foruse w ith the
roller is just like the pomatum, sold by hairdressers, in consistence . I t

is better that it should be rather too thin than too stiff, but it ought to
be stiff enough to stand and not flow . Wh ilst still hot and fluid pour it
into w ide- necked glass

-stoppered bottles, and after it sets pour a little oil
of lavender on the top of it to keep it from drying. With this precaution
youmay keep your paste indefin itely.

E tching groundrfor are w ith the brush—Take some of the paste just
described w ith a palette

-knife and add to it enough oil of lavender to
make it sufficiently fluid for use w ith the brush. I f youwan t a trans

parent ground nothingmore is tobe added , but if youwant yourground to
be black and Opaque add lamp-black to it in impalpable powder w ith the

palette
-knife, and rub the lamp-black and the etching ground thoroughly

w ell together till youhave a sort of oil-paint . This black paint is a very

good ground to be laid w ith a brush, and it is very conven ient foruse in
certain circumstances. For example, a part of your etching is defective
and youwould like to draw it overagain w ithout destroying the rest ofyour
draw ing. Clean the ground off the defective place w ith a rag dipped in oil

oflavender, and when the c0pper isbare paint upon it w ith the black paint,
neatly joining up to the edges of what is to remain . Leave it to dry for

twen ty
- four hours, and then youcan etch the passage overagain. I must

warn the reader, how ever, that if the black pain t is allowed to remain too
long (some w eeksormon ths), it isapt to become brittle and shellof? if there
is any excess of lamp-black in it. I f properly mixed, and used w ithin a

fortnight, it is perfectly safe, and a y ery great conven ience to an etcher.

S taffi ng out Varnish—I n the first edition of this work I gave three

old receipts for varn ishes of this kind, and the reader will find others in

other books, but they are all defective. E ither they are not fluid enough

for stopping out veryminute portions of work quite convenien tly, or else

they do not dry fast enough, or else youcannot work in them w ith the

needle if youwant to lay fresh lines across the portionsof the plate which

are protected by them. After many experiments, I hit upon a stopping
out varn ish which has the follow ing qualities - r. I t isasfluid as possible.
a. I t dries at once. 3. I t may be worked in afterwards w ith the needle.
To prepare it,make asaturated solution of white wax in ether.

“ When
this is left to settle there w ill be a part above, as clear as water, and a

part below , just like milk. The clear portion is what youwant. Decant

this intoanotherphial. and if youhave anymilky sediment, decant again,
tillall

'

rs clear. Add to this about one-sixth of itsvolume ofjapan varnish,
and mix well. Youhave now the best stopping-out varnish which has

yet been discovered, but as it dries very rapidly it requires a little pre
caution iausing. To use it pour a few drops of it into the tiniest bottle

youcan get, with avery narrow neck, and then dip a small brush into

Onlyalittle wax isrequired, asetherw illnot really dissolvemuch. I f; on settling,
there ismore than a third ofmilky fluid, youcan add more ether, shake the phial,
and let it settle sgsin. The clearportion ls agm

'

te pun ssturated solution of was.
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this, adding adrop now and then when wanted. Wash the little brush

frequently in oil of lavender and wipe it well. I f the varn ish gets too

thick youmay thin it once or tw ice w ith a drop of ether, but when the

sitting is over throw away what remains in the tiny bottle, clean it w ell,

and take fresh varnish next time from your phial. There is no need to

nrahe the varn ish afresh each tirne, it w ill keep foryears.

I n this mixture the ether isused for greater fluidity and more rapid

drying than could be got by the use of turpentine ; the Japan varn ish is

employed for its dark colour, its hardness, and its resistance to acid, the

wax isused to correct the hardness of the japan varnish, so far as to per

mit the etcher to work in it w ith the needle.

This varnish remains in perfect condition on the plate for some days

or even w eeks, but in course of time the harden ing power of the japan
varnish so far overcomes the resistance of the wax as tomake the varnish
brittle and therefore unfit to work in w ith the point. I have always found

that all ground in which japan varnish is an ingredient became brittle in
a few months, but when w e know this it is not an objection, as there is

plen ty of time to etch the most elaborate plate before the brittleness

comes on.

CH APTER I V.

THE ACID BATH .

ONE of the very greatest of recent improvements in the scientific part
of etching has been the discovery of the Dutch mordan t. I t is very slow

in operation , but at the same time very sure. With Bosse’s ground it
enlarges the line but little, much less than nitric acid does. I cannot
conceive how any etcher, who has used it, can employ n itric acid again
except as an auxiliary, for a special purpose.

no

The Dutch Mordant. - This invaluable mordant is composed as

fo ws

Chlorate of potash, so grammes ; hydrochloric acid roo grammes ;
water 880 grammes. Total, 1000 grammes, ! r litre.

The way tomake it is as follows. First heat the water by putting the
bottle containing it into a pan also containing water, and keep it on the
fire till that in the pan boils. Now add the chlorate of potash and see

that every crystalof it is dissolved . Shake the bottle to help the solution.

When nomore crystals are to be seen youmay add the hydrochloric acid.

Make a good quantity of thismordant at once, so as always to have a
plentiful supply by you.

The N itric Bath.
—The acids commonlyused forbiting plates before

the introduction of the Dutch mordant w ere nitric and nitrous acids
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trive aconven ient reduction of the ordinary printer
’
s press, which, w ithout

occupying much space, would still be a substantial piece of furniture. I f

the reader can give a room specially to etching as a laboratory he w ill do

well to get one ofM. Cadart
’
s presses if not, he w ill find those sold by

Mr. Roberson more conven ient, as they can be put out of the way in a

minute. More ambitious etchersmay set up regular presses like those

used by prin ters. Mr. H aden
’

s great press for printing the Calais Pier”

afterTurner isamagnificent and costlymachine, perhaps the finest in all

London , Mr. Samuel Palmer, too, has a good press. I f the reader

chooses to launch out a little in this direction he may spend from£2 5 to

[ 150 on his press w ithout being cheated of a penny.

A pressof some kind is not only desirable foran etcher, it isapositive

necessity . The habit of frequently taking proofsadvances him in hisart,
and in this sense it is not toomuch to say that the press is a silent but

severe master, always ready to point out the defects of our work, or to

encourage us when we deserve it. For etchers who live in the country a

press is especially necessary, the delays caused by send ing the plates to

town every time that a proof is wanted are so annoying as to become in

time almost insupportable, and lead to a despairing abandonment of

correct ion .

The qualitiesofa good press are to have true motion , strong pressure
which he might turn the cylinder. Some amateur fancied that the ring was lucon

venient, and persuaded the maker to substitute a small wheel, to be turned w ith

the hands. N ow the consequence of this “ improvement
"
is, that the proofs are

necessarily w eak, for if youput pressure enough on the roller by means of the

screws to give youa fine proof, youw ill not be able to turn it w ith so small a

leverage as the little wheel affordsyou. I there fore quite decline to be responsible

for the success of any of these little presses, which do not afford some means of

getting the necessary leverage. The original one in my laboratory has a ring, and

tomove it I insert a strong levermore than a yard long, which is equivalent to a

wheel six feet in diameter, the spokes of which aremerely levers of the same kind,
fixed . When full pressure is on, I could not stir the roller w ithout such a lever.

Anotherpress in my laboratory hasawheel of eight spokes, each of themmore than

a yard long. These are rathermore conven ient than the loose lever for a fixed

machine, but the loose lever is more convenient for one that is not always in

the same place.

A correspondent in Americawho has got one of the little presses from Eng
land says, that he fears the little roller, from its small diameter, w ill not mount the

bevel of the plate, when there is pressure enough to give a good proof. Cer

tainly it w ill not, unless there are slips of metal at the tw o edges of the travelling
board, to keep the rollerat a certain height above the board , so that it may not
have to risemuch upon the bevel. Suppose, for instance, that youare going to

take a proof w ith one of these little presses which has a plain travelling board and

asmall roller. Youput on a good pressure w ith the screws, the roller tum well,

and the board travels until the plate is brought to the roller, which then turns

round and round on the flannel, w ithout rising upon the plate. Youthen reduce

the screw pressure, but the consequence is that youget a feeble proof. I explained
Iong since to the makerhow this inconvenience was to be obviated, and here I will
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and the least possible friction. The rollermust of course be accurately
turned, for if it is not, the pressure w ill beunequal on different partsof the
plate. The travelling-board must also be w ell-planed, so as to be per

fectly flat and of exactly the same thiclmess throughout. Perfectly good

proofsmay be taken bymeansofwooden presses (Rembrandt and his con
temporariesused them), but it isnecessary to send the rollers to the turner
from time to time. In applying pressure by means of the screws the

etcher should take the greatest care to observe that the pressure is equal
at the two extremities of the roller ; for if it is not, one side of his proofs

w ill come feebler in the prin ting than the other side.

I w ill now give an inventory of things required in the laboratory and
printing

- room.

5 t . A printing
-

press.

5 a. A simple kind of screw -

press to flatten proofs. For small plates

a common copying
-

press w ill answerperfectly.

g 3. Copperplates. Keep your spoiled coppers (youw ill have a good
many such at first) and have them replaned. I f strong at first they may
be replaned two or three times. The etching by Lalanne in this volume
is on avery thin copper, w hich has probably been several times replaned .

A correspondent thought this objectionable, because thin coppers curved

explain it again. Screw two narrow plates or bands of metal along the sides of

the travelling board thus, so that the rollermay run on themas if on rails. They

should be a little thinner than the plate, and as long as the travelling board. The

plate to be printed is now to be laid betw een them. By this contrivance, which I
have tested in practice, the roller encounters no insurmountable difficulty, and the

pressure may be put on by the screws to any amount required, for the production
ofagood proof. I can take proofs w ith the smallest of the miniature presses, as
clear and powerful asw ith a large one, and the reader ought to be able to do

the same.

I may add that j apanese paper ismuch easier to print upon than any other.

I have improved my own large press lately by the addition of guiding rails.

These rails are of iron, w ith a square section of half-an -inch. One of them is

screwed upon the board on which the small rollers run. The other is screwed

under the travelling board, and both are placed exactly in the middle, so that the
latter is just over the former. In my press there are four running rollers, three

inchesin diameter. These are of wood, so the tumermade agroove in each of them
for the guiding rails to fit into, and, therefore, when in action, each roller has the

low erguiding rail in it below , and the upper one in it above. The consequence
of this is, that the travelling board can never deviate in the least, for the rail on

the fixed plank makes the rollers go straight, and the rail under the travelling
board enables the rollers in their turn tocompel the travelling board to go straight.
The same improvement might be applied to smallerpresses.

2 E



4 1 8 APPE NDI X.

under the press, but M. Lienard,my printer, says that thin ones are as

easy to print from as others.

5 4. A roller for rebiting
—the French rouleaud rw emr

‘

r. I shall

write a little chapter specially on the various uses of this invaluable
instrument.

5 . Three piecesof plate glass, tw elve inches by ten. and three tenths

of an inch thick, like those used in photographic printing-

presses. The

use of these w ill be explained in the chapteron the roller.

5 6 . Dabbers. The best way tomake a dabber is as follows —Have
some horse-hair, some cotton -wool, and a piece of black tafi

'

etas silk, of

good quality. Lay the cotton
-wool on the silk, first, in a circular shape,

about four inches in diameter, then lay a good heap of w ell-separated

horse-hairupon this. Draw the silk up all round and force the materials

inside intoratheraflat shape. Tie the silk together, binding it w ith awaxed

thread, and cut off the superfluous silk. A dabberof this kind may be

cleaned w ith turpentine, or youmay put a new cover on it and renew the

cover asoften as youplease, w ithout making anew dabber. The readiest

way to clean a dabber is to heat it overa spirit laurp, and then briskly
w ipe it on clean stiff canvas of the sort used in printing. Always keep
dabbers scrupulously clean, and in abox of their own.

5 7 . Smoking tapers. What are called “
cellar-rats” in France are

the best for this purpose. To make them, tw ist eight cotton threads

rather loosely together and dip them two or three times in molten bees

wax. Tw ist a dozen of these dips together, warming them in warmwater

to enable youto do it without breaking them.

5 8. A holder for smoking. A common little tin cup w ith a flat

bottom. Youstick the smoking taper in this with wax, and it preven ts

the molten wax from running on your fingers. An extinguisher.

89. A set of etching needles. See Chapter I I .

S to. A burn isher. This is a smooth steel instrument for polishing
copper by friction and pressure. I t must be kept entirely free from
scratches or rust-pits.

i t r. A piece of deal w ith two grooves in it the size of your burnisher.
I n one of these keep a little emery powder, in the other some tri poli and

oil. By rubbing yourburnisher backwardsand forwards in these grooves,
youw ill keep it bright.

3 ts. A scraper. This is a three -edged tool. and its edges have to be

kept very sharp or they w ill scratch the copper.

5 I 3. A flat scraper shaped like a leaf, to be kept very sharp. When
properly held in the hand this tool w ill take shaving : off the copper half

an inch or three quarters of an inch long. I t is the most powerful
reducer of surface.

5 14 . A good oil
-stone to sharpen your tools.

5 rs. An engraver
’
smagn ifying glass, to be held in the eye.

5 16. A largermagn ifying glass, to be held in the hand.

5 t7. Several photographer
’
s trays foracid baths, etc. They are best

in glass, next best in white porcelain, after that come the gutta percha
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bound round w ith waxed thread. The edges of the cloth take the ink,

and the dabber is held as you hold a tumbler-

glass. This dabbermay
be about the size of a pin t bottle, and not unlike it in shape. When
new , the end should be neatly cut flat w ith a sharp kn ife, and singed .

gag. A plentiful supply of printer
'
s canvas for w iping the superfluous

ink from the plate.

5 30. A small supply of old fine muslin, well washed till it is quite soft.
This is used for what is called retroussagr, which w ill be explained

shortly.

93 1. The plate
-heater (for heating plates forprinting). which is abox

of sheet iron . I t may be two feet long by tw enty inches w ide, and n ine

inches deep, unless you intend to etch very large plates, when of course

youmust have a heater big enough to warm the whole of your plate con

ven ien tly at the same time.

The inside of this box is to be kept full of hot air, which may be easi
managed by having a hole in the bottom of it big enough to admit the

chimney of an ord inary oil orpetroleum lamp. I f youhave access to gas

oucan use it. French printers, from tradition , use charcoal cinders in

a flat tray inside the box, w ith ashes over them to keep the heat regular

for a long time . For occasionaluse a spirit
-lamp does perfectly, but it

would be expensive touse it long.

5 32 . A supply of paper for printing. I f possible youshould get a

supply of Japanese paper, another of Dutch, and one or two varieties of

French and E nglish papers. Paper
-making for etchers is now very well

understood . 1f by chance you should run short of paper at any time,
and want to take a proof, remember that a good proof may always be
taken on any paper which is good for draw ing upon in water-colour.

5 33. Amarble slab and mullerfor prin ter
’
s ink. A knife for the same

purpose, like a large palette
-kn ife.

5 34 . The very finest whiten ing.

Q35 . A Sponge to damp paper.

336. A flat brush, like a clothes-brush, to brush paper.

CH APTER VI .

new ROLLER AND 1 7
'

s USES.

TH E roller is one of the great modern improvements in the technical

apparatusof etching. I t isacylinderofwood 8} inches long, by 4 inches,
w ith two projecting handles in its axis, each of them about an inch

thick, and 4§ inches long. The roller is covered w ith thick smooth leather,
but betw een the leatherand the wood there is a covering of thick flannel
togive elasticity. The leather is joined soneatly that the place where it is
cemented is hardly perceptible. I t is drawn over the edges of the

cylinder, and tightened w ith strings like purse-strings, so that the edges
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are rounded and covered. The reader will perceive that although the

roller is avery simple machine, only a highly- skilled workman can make
it perfectly well. The best are made by G. Schmautz of Paris, and they
may be got from Cadart of Paris, or from Mr. Roberson in London.

The price of one in Paris is tw enty francs.

The roller is delivered in a box, which is so constructed that no part

of the leather ever touches anything. The box is very important to pro
tect the instrument from dust, and the roller is never taken out of its box
for longer than just the time necessary for itsuse.

I t was invented at first for one purpose only, namely, to cover the

p.ate for rebiting, which I shall explain shortly, but etchers soon dis

covered that it was also an excellen t instrument for laying the first

ground. Before its introduction the dabber had been used for both pur

poses, a very clumsy thing in comparison.

Lay ing the first ground w ith tite f allen—I n the list of things useful
in the laboratory and printing

- room, given in the preceding chapter, I

men tioned three pieces of plate
-

glass (see 5 They are extremely
useful when you employ the roller, though not absolutely indispensable.

Copper
-

plates, such as youetch upon, will answ er the same purpose, and

so w illmarble slabs, but less agreeably to the operator. I use plate-

glass

for its cleanliness and the perfect flatn ess of its surface.

Lay your plate, well—cleaned, on one of these glasses, and have the

others on the same table conven ien tly near. Now take your bottle of

etching
-

paste, that is your Bosse ground made into paste w ith oil of

lavenderas already explained. See that there is no dust on your glasses.

With a perfectly clean palette-knife take some of the paste and spread it

equally on one of the glasses in a horizon tal band about two inches broad .

I f the paste is too thick for this to be done easily, add a few drops of oil

of lavender, and mix thoroughly w ell w ith the palette
-kn ife. Now take

your rollerand roll overand over again un til youspread a film of pastequite evenly on your glass. I f the roller is rather over-charged w ith

paste (youw ill easily judge of this after a few experiments) pass it once

on the other glass to get rid of what is superfluous, then apply it to your

copper. Youought to be able to lay a thin and perfectly even coat of

paste by thismeansupon your copper.

When the paste isjust of the right thicknessand is the proper quantity
it simply dulls the surface of the glass, making it of a dead pale brown .

I t ought not to look like treacle. Youought toheararegularcrib? sound

as the roller passes over the glass. After some practice the car w ill tell

youwhen it is right.

The plate being now covered with a film of paste your next business

is to expel the oil of lavender from the etching ground. The oil was

merely aw ide]: like water in water-colour pain ting. I t is easily got rid

of by heating the plate gently over a spirit
-lamp.

’ When the ground

To do this, of course youhold the plate in a hand-vice, w ith abit ofmet

toprotect the polished side from the vice.
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looks transparen t and loses its dead surface. it has been suffici en tly
heated.

Youmay now cover the back of the plate w ith a little paste applied

w ith the dabber.

Whilst the plate is still warm yousmoke it. To do this youlight

yoursmoking taper (see preceding Chapter, 3 and when there is a largeflame, giving 06 smoke, hold yourplate above it w ith the face downwards,
in such amanner that the flamemay just touch the etching-

ground. Move

the plate slow ly in every direction, so that all parts of its surface may be

smoked alike, and none burnt.
After a very little practice youw ill be able to ground a plate much

more easily and incomparably more perfectly with the roller than you

possibly could w ith the dabber.

Ground ing aplat: for Routing —I t is well to practise what has just
been described before attempting to ground for rebiting, asmuch more
skill is required.

The purpose of this process is to cover and protect the smooth surface

of copper between the lines of a plate which has been already bitten, but

insufficien tly bitten , in order that the lines may be exposed again to the

action of the acid , and deepened. w ithout damaging the smooth spaces of

copper and w ithout incurring the great labour which would be necessary
to clean the lines of the etching

-

ground w ith the point, if they w ere filled.

H aving cleaned the plate thoroughly w ith schist-oil and whitening
and bread, youlay it as before on one of the glasses and charge your

rollerw ith etching paste as before, taking especialcare, however, this time

that it is not over- charged , and removing what is superfluousby rolling on
the second plate

-

glass if it is. You then pass the roller over the plate by
simplypus/ring the handles w ith the thumbs, notpressing in the least, as
that would fill the shallower lines. Roll over the plate tw ice in one

direction, and then tw ice at right angles to the first direction. N othing
more must be done . I f this has been done properly the smooth parts
w ill be w ell covered and the lines w ill not be filled except perhaps a few

of the very shallow est. You then expel the oil of lavender by means of

heat, as before. Youdo not smoke this time . Protect the back of your

plate as before, or w ith stopping
-out varnish, and the edges also. You

then stop out w ith the same varn ish all those parts of the plate which are
already sufficien tly bitten , leaving the others to be acted upon by the acid.

The old - fashioned mannerof rebiting was far inferior to this. The

dabber was used. and instead of employing the etching-

ground in a paste,
according to the present practice, it wasmelted by heat on anothercopper

plate. The consequence of this clumsy arrangement was that shallow

lines w ere often filled, and reb iting, except when very skilfully done, was

in a great measure illusory. Youcould deepen the lines which did not

want deepen ing, but not those which most needed it. The roller makes

rebiting much more practical, indeed some modern etchers bite shallow

at first on purpose, and do not give their extreme darksuntil they have

seen aproof, when they get them by rebiting as required.
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possible)unless the artist desires to increase their breadth, when the acid
ought to do what he w ishes.

£4. The biting ought to be w ell under the control of the operator

from beginning to end .

Now let me explain some causeswhich often prevent these desiderata

from being realised .

First w ith regard to 3r. E tchers often sufl
'

er from the great annoy

ance of see ing their plate attacked unequally. Some lin es w ill be quite
deeply bitten, whilst others are not bitten at all. The consequence in the

proofmay be imagined. A plate which was harmonious in the draw ing

looks, in the prin ting, like the shattered fragments of a ruined inscription.

All its tones, too, have gone wrong, and it must either be repaired at the

cost of great labour, or else begun over again , w ith the risk of a similar

misadven ture . What is the reason for this? M. Flameng gave it as his

Opinion that the cause was too great adhesiveness in the ground ; M.

Greux, on the other hand, thought that the true reason was the state of

the copper before the ground was laid, which in his own case be con

tended against by bathing it in acid and water, tillwater dropped upon it

would spread, and not run off in globules. I sufl‘

ered at one time greatly
from thisannoyance, somuch that it seemed as if there w ere an evil spell

upon my plates, for the acid attacked the lines irregularly here and there

in patches, or one line would be bitten and the one next to it (although

apparen tly drawn in the same way)would resist the action of the acid for

several hours. I therefore made many experiments on etching
-

grounds,
especially with regard to the quality of adhesiveness, and I found in
accordance w ith M. Flameng

’
s opin ion that the less adhesiveness there

was in the ground, the less was the liability to an irregular attack in the

biting. This is why I recommend Bosse
’
s ground . I t is sufficien tly

adhesive but not too much so, and therefore the etching
-

point easily

removes it from the true surface of the copper. When the adhesion is

excessive, the paint may often leave a thin fihn of ground upon the

copper not perceptible to the eye, but enough to defend it against acid.

But in addition to this I took two other precautions. First, 1 determined

that the surface of the copper should take water w ell before being

grounded, and found that the follow ing treatmen t efl
’

ected this better

than anything else.

r. Bathe the plate in the Dutch mordan t (see Chap. IV.) for five
minutes, or till it is all stained dark.

2 . Wash it w ell in clean water.

3. Bathe it in amixture of equal parts of liquid ammon ia and water
till the copper shows red all over.

4 . Wash it well in clean waterand leave it in the water for half-ah

After this treatmen t the surface of the copper ofl
'

ers no resistance to

water, but can be really w otted . I t w ill therefore not resist an immediate
attack of acid in the acid bath if laid bare by the point.

I dry the plate over the spirit
-lamp and do not touch it w ith any rag.
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but remove dust w ith a clean camel-hair brush just before applying the

ground w ith the roller.

After adopting this system I had no more acciden ts of the kind

described above, but tomake assurance doubly sure I forced myself into
the habit of cutting in to the copper itself w ith the etching-

poin t. I f an

etcher were always quite sure of doing this it would be unnecessary for

him to trouble himself w ith precautions about the surface of the copper
- he need not even clean it, but in the excitement of rapid work,
especially w hen it is done from nature, one is apt to forget to cut into
the copper, so that it is w ell to be sure about the state of its surface also.

The reader is now in full possesssion ofmeans which will enable him to

con tend against one of the greatest inconveniences which can occur to
him.

N ow as to the requirement 5 2 , regularity of operation. I s there

danger of irregularity ? Yes, there is. What are the causes of it ?

There are two or three causes, so w e w ill take one at a time. One cause,
then , 13 adifl

'

erence of temperature. Youhave founded yourcalculations

about the effects of biting upon an experimen t performed underacertain

temperature. Youafterwards bite a plate under another temperature
and are surprised to find the result different from what youexpected it to

be . But youought not to be surprised, for temperature is like the

regulator of a watch which makes it go fast or slow ly. H eat makes

the acid bath bite fast, cold makes it bite slowly. Evidently, then ,

there is avery simple way of obtain ing regularity so faras heat can effect

it, and that is to keep yourbath artificially at the same heat bymeansof

a thermometer and a lamp. 1 place my porcelain tray that contains the

bath on the plate
-warmer which is commonly used to warm plates for

printing. I put the lamp under it and regulate the heat of the bath

to n ine ty degrees Fahrenheit, just as if I w ere giving a warm bath to a

delicate patient. I keep it steadily to that heat till the whole Operation

isover, and by thismeans, whether in the height of summeror the depth

of w in ter, I know what is done in a given time . H ere, again, one of the

commonest causes of miscalculation is entirely obviated by the simplest

means.

There is a peculiari ty about biting w ith n itric acid which requires to

be noted , for it cannot be got over. When many linesare close together,
as in close shading, they bite sooner than when isolated. Biting begins

in the closest work, and attacks the most isolated lines last. I t creeps

into some lines gradually by a sort of contagion from some piece of close

shading, as an epidemic disease spreads into the thinly
-

peopled country
from dense centres of population . The Dutch mordan t and perchloride

of iron both attack more regularly.

Anothercause ofmiscalculation is this. The bathmay be very strong
at first and then rapidly weaken . I w ill take an extreme instance.

Youneed not put your thermometer into the acid. Youcan have asmaller

ressel outhe same plate-warmer, containing pure wateras sn indicator.
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Suppose youapply nitric acid quite pure, w ith abrush the ebullition is

most violent at the beginning and the action of the acid is tremendous,
but in ashort time its energy is expended, it has taken up somuch copper
that it can dissolve nomore and youhave simply a thick n itrate of copper
lying on the surface of your plate. H ere the energy is great at the

beginning and gradually but sw iftly lessens evidently, then , youare not

tocount upon the action of such a bath as if it w ere regularly continuous.
The same thing occurs in all cold baths in minor degrees, and now how

are we to combat it ?
First, we may observe that the quickerand more energetic the action,

the quicker also is the decline of power in the bath, we, therefore, do w ell
to choose mordants which operate slowly, such as the Dutch mordan t.

Again , the smaller the quantity of the mordant the sooner it becomes
charged w ith copper and w eakened in its action. I t is, therefore , an

excellent rule to have deep and large trays for the baths, and put a greatquantity ofmordan t into them. We can also refresh the bath from time

to time by pouring out a part of it and adding fresh mordan t. I s there

anymeansof ascertain ing how much the bath has been weakened ? Yes,

just as the thermometer informs youof its strength, so far as heat afl
'

ects

it, so the colour informs youof its condition as to absorption of copper.

When it becomes of a very dark green youknow that it has dissolved

much copper and w eakened itself accordingly. Therefore, just as you
keep up to one temperature keep to one colour, a rich green, neither pale

nor dark. Mind that the depth of the bath is always the same, or you

w ill not be able to judge of the green . I n the warm bath evaporation

concentrates the chlorate solution and so counteracts the w eaken ing .

We have said that the action of the bath ought not to stop altogether

except at the w ill of the operator. The inexperienced reader w ill be

much surprised to hear that such a thing ever occurs, but it does occur

w ith allmordan ts. The lines, for some reason which we w ill endeavour

to ascertain when speaking of the chemistry of etching, are hollowed

down to a certain depth but then the acid strikes work and eats no

farther. A safe practical precaution against this is to take your plate

out of the Dutch mordant from time to time, put it in pure water of the

same temperature (plen ty of water in a big tray), wash it thoroughly for aquarterof an hour, and brush in to all the lines lightly but effectually w ith
a camel-hair brush. I f we could add ammonia to the water it would be
still better, but w e cannot, because ammonia spoils the etching

-

ground
and causes it to come off in flakes.

We may now pass to i 3. We said that the acid ought to eat the lines

in doptfi and not in breadth (or as little as possible) unless the artist
desires to increase their breadth, when the acid ought to do what he

w ishes.

This is almost entirely in our own power. Powerfulacid bathswhich

cause costlifi ox, as, for example, a strong nitri c bath, greatly increase

the breadth of lines whilst they bite. Baths which operate slowly and

without ebullition, such as the Dutch mordant and perchloride of iron,
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toumierbite than , for, if they are underbitten it is most difficult, if not
altogether impossible, to rebite them, because youcan hardly ever cover
the plate w ith etching

-

ground w ithout filling them up, whereas, on the

otherhand, they are very easily reduced when overbitten, either by char

coal or simply w ith the scraper and burn isher.

I n concluding this part of the subject let me warn the reader against

two evils common in the work even of clevermen ,f itting , and rotten liner.

Pitting is the occurrence of involun tary dots which, if neglected, get very
deeply bitten and cannot then be removed w ithout spoiling the w ork

round them—rotten lines are lineswhich w ere intended to be con tinuous,
but which show interruptions and involun tary difl

'

erences of quality.

Pittingmay be due to impurities in the materialsof which the etching

ground is composed, that is, there may be minute particles of foreign

matter imperceptible to the naked eye but soluble in acid. Minute pitting
is produced purposely in this w ay in aquatin t engraving . Asphaltum. it

appears, is usually more or less impure, con tain ing various foreign sub

stances which, being soluble in mordan ts, expose a plate to spotting. To

purify asphaltum the follow ing method has been proposed by M. Deles

champs. I tmay be powdered, and washed in wateracidulated w ith hydro

chloric acid. This dissolves the metallic oxides, and organ ic substances

float on the surface and may be removed. The asphaltum is then dried,
reduced to a very fine pow der, and passed through a fin e silk sieve this

retains the siliceous particles, and the asphaltum is now pure. White
wax is occasionally adulterated w ith potato powder. I t is quite pure in
the clear ether solution , and accordingly, in my positive process, although

the ground is of the most extreme tenuity, pitting m ar occurs. Pitting
may sometimes be caused , when gelatine paper has been used for tracing,
by the pressure of the burn isher, w hich has either pen etrated the ground

in consequence of little specks of roughness on the gelatine, or else

removed adhesive little specks of roughness in the ground itself.

E ithercause is quite enough to expose the copper, and yet the naked eye

may not perceive it. N ow , although pitting may be of very little couse

quence in some partsof a plate, it may be its ruin if it occurs in others

ih a face, for example. The best way to avoid it, after taking due pre

cautions to get pure chemicals, is to put the plate, before b iting seriously.
into a w eak mixture of n itric acid and water. Dutch mordan t darkens

l1nes, and pitting in a black ground is not perceptible to the eye when

this mordan t is used. N itric acid cleans copper and show s it light.

Whilst the plate is in the bath examine it w ell, and after a few minutes
remove it to a bath of pure water and pass a camel-hair brush all over

it. I n the water youw ill discover pitting if it exists, but to help yourself

use a strong magn ifying-

glass. Remove from the bath and stop
-out all

the spots w ith stopping
-out varnish. The slight biting which has been

caused by the weak n itric bath is easily removed w ith emery paper after

the plate is bitten.

The commonest cause of rotten lines is this. The point, instead of

removing the whole of the ground along its passage, has only partiallv
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removed it, so that the copper has been protected here and there .

Wherever it was protected there are necessarily interruptions. Another

cause may be that some foreign substance has been allow ed to. get into

the line after it was drawn—bits of loose etching
-

ground may have got
into it, or grease of some kind, perhaps from the etcher’s own fingers,
1f he has not used a hand-rest.

As a proof of what a very delicate affair biting is, let me tell the

readeran anecdote. I had drawn two elaborate little platesand left them
on my table, forgetting to put them in a protected place. A hot summer
sun came and looked in upon them—the sun of a Burgundy july—and so

the plates were heated and the ground softened. Still the draw ing looked

perfectly clear, so the plates w ere put into a cool place and resumed their
former appearance. When it came to the biting, how ever, 10 it w as

impossible ! The sun , in heating the plates, had caused sometlu
‘

ng to

ooze out of the etching
-

ground and varn ish the lines—imperceptibly to
the eye, but quite sufficiently to protect them against the acid bath . A

plate which is drawn upon should be kept in a safe covered place un til

it is bitten , and should be bitten as soon as possible after it is drawn .

Plates may be kept in shallow w ell- fitting draw ers, or in w ooden trays

that may be laid one upon another.

I t is a good precaution, whilst etching, to clear away all the loose bits

ofetching
-

ground w ith acamel-hairbrush, so that youmay not be tempted

touse the little finger, which would often choke the line.

When youbite a plate w ith n itric acid, small bubbles of gas arise in

the lines. I f you leave these undisturbed, they w ill cause in terruptions

in the lines, because, where the gas-bubble protects the copper, the acid

no longer bites. I t is therefore necessary, in using the n itric bath, to

remove these bubbles continually w ith a small feather.

CH APT ER VI I I .

STOPPING-GUY:

TH E best stopping
-out varn ish has been already described at the end of

the Chapter on Grounds and Varn ishes, and also the way touse it, but I
w ish to add a few practical hints which may be of service .

I t is a good principle to keep lengths of biting very distinct from each

other. I t is not w ise to trust to biting much for gradation. Minute dif
ferences of shade can hardly ever be insured by stopping

-out. For

example, if an etcherwere to stop
-out after every five minutes of exposure

to the Dutch mordant, much of his labour would be thrown away.

Let me be quite absolutely frank w ith the practical reader on this

subject. Some account of personal experience is best in amatter of this

kind.

In th at) a shade bitten tw enty minutes and a shade of exactly the
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same kind bitten thirty minutes, ought tobe very different in the printing
—the latterought to be much the darker of the two. I n practice they

may be exactly the same.

I was etching a plate at the beginning of this year, after many years

of experience in these matters, and it had a dark back-

ground entirely

shaded in the same way. Toget two difl
'

erent shades I bit half the back

ground for tw en ty, and the other half for thirty minutes. The result in

the printed proof was a shade of preciseiy the ram tone and Quality
througbout.

But now observe a very curious thing . I lowered the whole surface

of the copper w ith charcoal, and by thismeans got the difference of shade

which I desired, for now the part which had been bitten thirtyminutes

showed distinctly asmuch darker than the other.

What did this prove ? I t proved that the part which had remained

longer than the other in the acid had really been bitten deeper, but at

the same time there was the evidence of the first printed proof that this

d ifference of depth in the linesmade no difference in the prin ting.

Again . I t has happened tome not once nor tw ice, but many times,
to try to get gradations in skies by stopping

-out narrow bands from the

horizon upwards as the biting proceeded, and yet the result has been that
the shade was pretty nearly the same all over, so that the stopping

-out
was a waste of time, for one biting would have sufliced for the result
obtained.

These are facts of positive experience, not theories. They are

directly contrary to the received theory of the subject . Can we get a

sound explanation of these facts?

A deep etched line does not deliver all its ink to the paper. The

evidence of this is that when a proof has just been taken , the plate still
remains somuch charged w ith ink that much ink comes out of the lines
ifwe cleanse them w ith petroleumand abrush . A narrow line,moderately
deep, gives as much ink to the paper as it can give, and youwill not
make the line any blacker by deepen ing it still farther.
When lines are much w idened at the same time that they are deep

ened, they give offmore ink because the paper is forced more into them.

I n Turner’s etchings the linesare embossed by the press. I t follows from
this that w ith efl

'

ervescing mordan ts, such as the n itric bath, which w iden
the lines, finer distinctions of biting may be usefully observed than with

the quiet mordants which w iden the line but little.

My advice is not to stop
-out a plate more than tw ice or three times

before removing the ground and taking a proof. I have often been asked

by young etchers to give some fixed scheme of biting for their guidance.

I adapt the follow ing fromapaperwhich I wrote and fastened on the wall
ofmy own laboratory. The readerw illperceive that it is foran elaborate

plate, asimple one may be carried through w ith much less trouble. The
reader w ill also perceive that very few bitings are given before a proof is

taken, and that the plate is often proved.
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partsmay require to be better brought together, itmay be wanting in that
great quality of art—unity. This is to be attained most easily by careful

retouching of parts, when youcan see the whole of what has been already

done, and in order to do that , the plate ought to be covered w ith a trans

parent, or what is called a white ground (see Chapter on Grounds).
But here w e have to encounter a very serious difficulty. I t is very easy
toapply asafe white ground to asmooth plate, but very difficult tomake it

safe on a plate where there are deep lines already. The reason is that

the ground is always very thin and weak (unless great care is taken) on
the jagged edges of the hollows, which are soon exposed to the action of

acid, and when once they are attacked the disease spreads rapidly.

Suppose aplain traversed by deep ditches and covered w ith snow . There

may be plenty of snow in the d itches and on the flat surface, but there

w ill not be somuch just on the angle betw een the two. The safest way
is to apply the white ground with the brush, plentifully, as it fills the

hollows w ell, and when one coat is dry you can give a second, using the

brush at right angles to the first direction in which youused it. I f heat

is used to expel the oil of lavender, it must be w ith the greatest care, and

only just enough for the purpose, for when the ground ismelted it always
by a sort of repulsion , avoids those very edges and angles which most

need itsprotection. Suppose, however, that youhave succeeded in cover

ing your plate safely, the next thing is to etch upon it, and by far the most

convenient way for seeing what youdo is to put the plate in a bath of

Dutch mordant, not heated this time (as it is not desirable that its action
should be accelerated) and do what youhave to do whilst the plate is in

the bath, using a fine needle (which the acid itself w ill keep sharp foryou)
and beginning w ith the darkest parts, passing gradually to the lightest.

When the last are fin ished youmust take the plate out at once and get a

proof. Old- fashioned etchers always treat this process as if it w ere

merely a display of temerity (as if one made displays of temeri ty in the

solitude of his own laboratory), but there aremost substantial reasons for
itsuse. I n the first place what youdo in the transparent ground becomes
immediately visible, because the Dutchmordant darkens the line as soon
as it is drawn , and so lets yousee it in its relation to other lines. N ext,

you can get various depths of biting at different parts of your work,
w ithout the time and labour of several different stoppings

-out. What
ever may be the (not very valuable) opin ion of those who have never

tri ed it, I recommend this part of the process after much personal

experience of itsutility.

5 6. The plate is now nearly fin ished, but a certain refinement may
be given to it by the use of the dry point, that is by engraving w ith a

steel point sharpened to acutting edge. In light parts the very thin pure
lines which can be got by thismeans are often of great value, especially in
skies. I n darker parts, the bur raised by the instrument isuseful for a
certain softness and richness, but it is not much to be relied upon if a
large edition has to be printed.

This sketch of a system of etching ismerely intended as a guide for
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beginners in elaborate plates. A proficient artist usually goes on without
method , and employs this or that process just when he needs it or thinks
it would suit the convenience of the momen t. In working from nature
one cannot wait for successive bitings, everything has to be drawn whilst

there is an opportunity fordrawing it. The consequence is that stopping
out, in these cases, becomes a long and tedious business to do it w ell you
require ’

.i
"

very fine small camel-hair brush, fluid stopping
-out varn ish, and

endless patience. The task, for instance, of separating, by stopping
-out,

the branches of a tree in the foreground from those of others behind it in

the middle distance, could never be performed satisfactorily by a hurried

CH APT ER 1x.

AUXILIARI E S.

g 1 . The Dry Point, mentioned in the last chapter, and towhich I shall
return in a chapter devoted specially to its use, is an auxiliary of great

value which all approve and recognise . There are, how ever, other

auxiliaries more or less generally approved of. (See ChapterX I I .)
5 2 . TIre Karim—Muchmay often be done w ith the engraver’s burin to

correct or reinforce a plate, especially in the shadows, but even if the

artist has the skill touse thisvery difficult instrumen t, he ismuch exposed
to a serious artistic danger. H e may put so much burin work into a

plate that he w ill not be able to harmonise it properly with the etched

work, and then there w ill be the fatal result of ruin by discord, like the

permanen t misery of a quen ching married couple. I t is not six months
since I engraved a sky altogether w ith the burin , and had to efl

'

ace it

entirely, because of its techn ical dissonance w ith the etched work in the

same plate, though the engraved sky was of better quality in many
respects than the etched one which I substituted for it. The burin is

often extremely tempting for te- touches, as youhave not to take trouble
about t e-

grounding and biting, and yousee what youdo at once. Burins

are kept very sharp, and pushed w ith the palm of the hand.

5 3. Tthe Roulette—This is a very little wheelw ith a broad circumfer

ence, which is cut into sharp points. As the wheel runs on the surface of

the copper it makes dots, all of which are visible in the printed proof.

I t raises a small bur, which has exactly the quality of mezzotin t, and in
fact is mezzotint.

Many lovers of etching have a strong prejudice against the roulette,
but I notice that they sometimes admire the result obtained, whilst

blaming the means used as illegitimate. Some artists have used it

beautifully in combination w ith a simple kind of line etching, which it

supports very w ell. H ervier
’

s sketches of boats are charming instances
of this, and so is at least one etching by Villevieille, called En Picardie .

’

They worked, in fact, exactly on the same principle as Turner did when

2 F



434 APPENDI X.

he etched the Liber Studiorum plates to be finished in mezzotint, the

only difference being that the roulette is employed more lightty as a sort

of sketched mezzotin ting . I t ought to be used rather sparingly, and in

subordination to the etched lines, to sustain them.

5 4 . The Bergman—This is the regular instrument used to produce

mezzotint. I t is an expensive tool (worth about and isused simply
by rocking it from side to side like a cradle (whence the name). I t pro

duces poin ts in great numbers (more than a hundred at each movement),
and these make a soft dark or rich black in the proof They have

generally to be lowered w ith the scraper to paler tints. The professional

mezzotint engravers attain w onderful skill in the art of getting different

tones by thismeans. Mezzotint does not stand large editions w ell, but if

the berceauisused on the grounded plate and the dots bitten , then they
w ill print as long as etched lines. The efi

'

ect is not so rich, but it ismore

in harmony w ith bitten lines.

To get an intense black w ith the berceau it is necessary to go over

the same place very many times, holding the tool successively to all the

poin ts of the compass.

5 5 . The Cruz/ate—This is Daub igny
’
s name for an auxiliary which

may be men tioned . Cover the plate w ith etching
-

paste w ith the roller,

filling up the lines already etched , and then lay upon it a piece of taffetas

silk. Go over this w ith the burn isher or pass it once through the press.

Then remove it, and leave the etching
-

paste just as it remains on the
plate for two or three days to dry. N ow stop out all parts which you

in tend to leave quite white, and subject the other parts to the action of

the Dutch mordant, which w ill bite a granular tint upon the plate. You

stop out successively the parts which seem to you sufficiently bitten .

This only gives a succession of flat tin ts, but some gradation may be

afterwards in troduced by the scraper and burn isher. Fine new muslin

may be used in certain plates, or parts of plates.

5 6. TIre Seft Ground —The old soft ground processmay be used as

an auxiliary. E tching ground wasmixed w ith an equal quan tity of tallow ,

and applied w ith adabber, and smoked in the usualway. A sheet of paper

w ith a grain was then laid on the plate, and the artist worked w ith apencil

on the paper. The paper when removed took away the ground where the

pencil had passed, and the acid in the bath bit the copper into a sort of

grain like a lithograph. I n using the process as an auxiliary it is best to

begin w ith it and use the line work afterwards in the usual way.

37 . Flat Sn ip/tar Tin ts. O il the plate liberally w ith olive oil, and

blow flourof sulphurupon this the sulphur if allowed to remain on the

plate w ill produce a flat tint more or less deep in proportion to the time it
remains. I have a great dislike to sulphur tints all over a plate, for they
are very heavy and dead, but they may sometimes be used w ith good

effect in deeply shaded parts. Some of Appian
’
s best plates ow e a great

deal of their charm to them. They are valuable for evening efl
'

ects, to

sustain deeply bitten lines, when they produce the efl
'

ect of highly artifi

cial printing.
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artist is skilful, but there is the d isadvantage that he cannot correct

whilst he is at work, so that every stroke prints, neither can he reserve

small poin ts of light in masses of shade which can so easily be done w ith

stopping
-out varn ish in the old process. My positive process is, how ever,quite perfect and convenient in itsown way, and has been greatly approved

of by some eminent artists, but it is not suitable for beginners, whoought

to be able to correct, and who cannot expect to calculate w ith much

accuracy the effect of biting upon each line when theymake it. An artist

who etched (let us say) in Mr. H aden
’
smanner would find the positive

processuseful, and able to give what he wanted better than the old pro

cess,because he could get many different depths of line w ithout stopping
out but an artist who desired to etch like the engraver-etcherswhocopy

pictures, w ould find the constan t march of the acid too embarrassing for

him.

CH APT ER XI .

THE CHEM I STRY OF E TCH I N G.

A FEW brief chemical notes may be of use to the reader. Professor

Bar-ff, of the Royal Academy, has very kindly answ ered my questions on
this subject, and so have other scientific fri ends ; it is therefore hoped

that these notesmay be relied upon .

All chemicals used in the etcher
’
s laboratory should be in the pure

state in w hich they are sold to scientific chemists for experimen ts.

5 1 . Hydroct Acid. When pure this acid is white and smokes

very little or not at all. The common hydrochloric acid of commerce

often smokes somuch that it is quite unsuitable for use in the etcher
’
s

laboratory, and especially in the positive process. This acid smokes

more in hot w eather than in cold, and more when there isammonia in the

atmosphere than when there is not any ammonia. H oweverwhite it may
be, it w ill turn yellow after con tact w ith iron. The impure acid usually
sold by druggists contains difi

'

eren t things which do not much afl
'

ect its

powers as amordant, but only the pure acid is agreeable to use. The

worst is simply in tolerable . I ts yellow colour may be caused by the

presence of iron , or it may be yellow from the presence of free chlorine

s.ga

5 2 . Action of the Dutch Mordant.—This mordant, as we see in the

positive process, stains the copperof adark colour, which looks positively
black by contrast with the silver, and is in fact a dark red purple. The

copper is stained so deeply that youcannot rub the stain away without
removing some portion of the copper itself.

The dark stain is sub-chloride or sub-oxide of copper.

The chlorate of potash in the mordan t produces chlorine 3 Mid



TH E CH EM I STRY OP E TCH I N G. 4 37

The work of the hydrochloric acid is to effect the disengagement of
chlorine.

Chlorate of potash is amagazine of chlorine, charged w ith it asmuch
as possible. I t is this chlorine which, being d isengaged by the acid, acts

upon the copper.

The chlorine has probably a double action . I t may simultan eously
attack the copper directly, forming chloride of copper, and take up the
hydrogen of the water, setting oxygen at liberty, (l l

’
ttat naissant, which

forms. w ith the metal, an oxide of copper. The hydrochloric acid may
dissolve this oxide. I t has little action on the pure metal.

I have endeavoured to ascertain whether the Dutch mordan t can be

prejudicial to the health of the operator, especially when he works in the

positive process. E nchlorine is given off, which is a very pow erful body,
and which, untampered, would be dangerous. On the other hand , if the

laboratory is w ell-ventilated there is nothing to fear. I n asmall quantity
chlorine is positively useful as a disinfectant and preservative against

epidemic disease. I n case of suffering from its use in an ill-ventilated

laboratory, the proper an tidote ismilk.

5 3. Action of Dutch .Mordant and Ammon ia in preparing plates.
—I n

the chapter on biting I gave an account of a way of treating plates by
Dutch mordant and ammonia as a preparation for etching . I now

explain the chemical action.

The Liquid Ammonia dissolves the salt of capper which the Dutch

mordant has formed on the surface of the plate (that is the sub- chloride

or sub-oxide of copper). At the same time it lays the metallic copper

bare and free from all impurity.

5 4. Use of w ater in the Dutch Mordant.—Water is essential for the

preservation of the chlorine in the chlorate of potash un til it can act upon

the copper. I f hydrochloric acid is poured upon chlorate of potash in

crystals w ithout the interven tion of water, euchlorine is given off in dense

fumes, and the qualities of chlorate of potash are no longer available I t

is necessary to dissolve the chlorate first in water before adding the acid.

Water is both a vehicle and a moderating and conservative element in

the mordant.

5 5 . Action of N itric Acid upon (
“

Wm—N itric acid first oxidises

and then dissolves the copper. I t does not darken the lines in biting

them as the Dutch mordant doesby producing the sub -chloride ofcopper.

5 6. Arrested Bitings.
—Thisveryunpleasant phenomenon, the despair

of etchers, is chemically explained as follow s

There may be something more than this. A French friend ofl
'

ers the follow

ing as a hypothesis. L’
oxyde de cuivre attaqué par l

’
ammoniaque doit donner

de l
’
azotate de cuivre, et en de

’

pbt ducuivre pur en poudre . L
’
oxygéne de l

’
oxyds

de cuivre se porte en partie sur l’azote de l’ammoniaque pour former de l
’

acids

an tique qui s
'

unit 11 ce qui reste de l
’
oxyde de cuivre et forme l’asotate de cuivre.

Pure copper is oxidised in the presence of ammonia, and the oxide is then dis

solved. Ammonia is thus a real mordant, but it cannot be employed as w h.
because it injures the etching-ground.
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By allow ing the mordant to remain long undisturbed or. the copper,

a coat of oxide gets formed which is not dissolved as the acid solven t is

w eakened.

Suppose this to represent

amagn ified section ofaplate,
and A C the depth of a line,

the oxide lodges at the bot

tom, between C and D. At

D you have a solution of

chloride or n itrate of copper

according as you use the

Dutch mordant or nitric acid, and at A you have the pure liquid.

The specific gravity of the liquid at D is greater than that of the liquid
at A. so it remains in the hollow , and the action is to a great degree

retarded, ifnot altogether arrested. The remedy suggested is washing at

intervals in distilled water and the addition of fresh mordan t to the bath.

There ispotash in the chlorate, and this, as chloride, w illmake the liquid
thick, and impede, after a time, the solven t powers of the hydrochloric

acid.

’

5 7 . Perchmride of from—The action of perchloride of iron on copper
is essentially the same as that of the Dutch mordant. I t produces

chloride of copper, and probably also oxide of copper, which it dissolves.

6 8. Ej
'

ect of I ron on lines in the Dutch Mordan t.—The dark lines in
aplate covered w ith Dutch mordan t may at any time be turned to a light
copper colour by touching the plate w ith an iron instrumen t. I t is

suggested that in the presence of the iron the oxygen in the oxide of

copper flies to the iron , but what becomes of the sub-chloride ?

5 9. Composition of S ilver Cream to Silver Plates for the Positive
Process. With the help of a scientific fri end I have tried to imitate
Levi

’
s original crime d

’Argent and succeeded perfectly. As this crime
d
'Argen t has not been procurable since the war of 1 870 (when the

inventor prob
'

ably died), the readermay be glad to know how tomake it.
The first thing is to procure chloride of silver. Thismay be done as

follows

Pour 60 grammes of n itri c acid into a tumbler, and add the samequantity of water. Put the tumbler intoa small pan half filled w ith water,
w hich youset over the flame of a spirit

- lamp. Throw a shilling into the

tumbler, and let the mordant boil five minutes. Remove from the fire,
and let the contentsof the tumblercool. The shilling w illnow be en tirely
dissolved .

When the solution is cool, add to it 1 20 grammes of pure water, and
then pour into it, drop by drop, 2 5 grammes of hydrochloric acid. This

w ill immediately produce a white precipitate. Now transfer the whole

into a large glass and add pure cold water liberally, stirring well w ith a

One chemist suggests that if the Dutch mordant is used, it may be e good

precaution to immerse the plate from time to time in aweak nitricmordant, after
washing it well with distilled water.
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CH APTER XI I .

PLATES are sometimes engraved in pure dry-

point w ith the bur left to
catch the printer

'
s ink. This is not really etching, so it shall be passed

very briefly here, but it is an etcher
’
s process, an d therefore must be

mentioned .

The bur is the ridge raised by the toolas it ploughs the copper. When
it catches too much ink it is reduced w ith the scraper till it takes just
enough. The scrapermust be used very cautiously.

A mixture of tallow and lamp black is rubbed into the lines as the

work proceeds, that the workman may see what he is doing.

The raising of the bur does not simply depend upon the amoun t of

pressure exercised, but also on the angle at which the needle is held.

Let A B be the plate, and C D, C E , C F, the graver held in difi
'

erent

positions. With the exercise of precisely the same amount of force a

line drawn w ith the graveras at C D w ill be weaker than a line drawn

w ith the graveras at C E , and C F w ill draw a blacker line still, because

it w ill raise a higher bur. The inclination of the graver is of course

alwaysmade to the right . The line A B is supposed to be the plate on

which the reader is working. H e is recommended tomake experiments

on inclination in this way, and to take proofs in a press, that he may see

the result. An hour so spen t w ill teach himmore than apage of theory.

I t is evident that w ithout know ing this fact about inclination a dry-

point

engraver is always liable toun intentional variations of force if he relies

upon bur for his efi
'

ect. I n cases where bur is not the object, inclinat ion
is ofmuch less consequence.

The readermust not think of dry-

point as a thin and meagre art. I t

may be made to look very rich, and this is not surprising when we

consider that it is really messotint in line, for the effect is got by bur

both in dry
-

point and in mezzotint. The hand is not nearly so free as it

is in etching, and this objection, togetherw ith the serious one that dry

points will not safely yield large editions, has caused etchers
’
dry

-

point

to be much

With regard to this question of printing, I may observe that my large dry
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Engravers
’
dry

-

point is done on differen t principles I n this the bur
is removed. An etchermay use it occasionally amongst his etched lines
in a manner very nearly resembling etching. Mr. Ruskin uses it very

CH APTER XI I I .

PRI N TIN G

A FEW brief notes on prin ting seem necessary in this place, but the
subject ismuch too large to be treated w ith any thoroughness here. I t

occupiesmore than 300 closely printed pages in Koret’s Encyclope dia.

I f the reader w ishes to pursue the subject further, and can read technical

French, he should get the little volume, which may be had separately.

’

I presume that the etchermerely w ishes to prove his plate and does

not care to print editions. I f he desires to print a few proofs of his own

plates for sale he must apprentice himself for a w eek or ten days to a

good professional printer accustomed to print etchings for good artists.

The follow ing brief directions are all that is needed for proving .

H eat your plate on the plate
-heater (Chap. V., 5 31)unt il it is nearly as

warmas the hand can bear, then take up some prin ting- ink w ith a palette

knife, lay it on a corner of the plate
-heater, and add a drop or tw o of

boiled linseed oil if it is too stiff to be easily dealt w ith. Youthen take the

dabber (Chap. V., B take some of the printing
- ink up w ith it, and

ink your plate all over, driving the ink thoroughly w ell in to the lines.

For the first proof it is even necessary to rub the ink well into the lines

w ith your finger. I n using the dabber apply it w ith a strong rocking

motion all over the plate. Do not strike the copper w ith it, and never

slip or slide it on the copper.

When the plate is well inked all over take a piece of printers
'

canvas

crushed together in a large lump, but lightly, and w ipe the plate w ith it

till the ink is in great part removed from the surface. To clearmargins

and parts that are required to come quite white it isusual to employ a

rag damped with weak acidulated water which has potash in it and (in

point, in the first edition of E tching and Etchers, called I boM ) : ofDrifl wod ,

gave 1000 copies (after being steeled) w ithout perceptible w earing. On the other

hand, a plate of mine called Th Tour of Vautkot was intended for thew as,
but, by M. Flameng

’
s advice, was not published in that periodicah because it waa

found diflicnlt to print it w ithout injury beyond the first 100 proofs on Japanese
paper. This latter plate was an etching, but the whole of its efi

'

ect was due to

work w ith the dry point.

Encyclopedic Roret, Manuel de l
’
I rnprimeur en Taille -douce, prix 3 francs.

Paris, Librairie Encyclopédique de Roret, Rue H autefeuille, N0. 10 his. The

reader w ill also find agood deal of curious technical information about etching
and engraving in another volume of the same collection, entitled Graveur.”
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France) a little quick-lime. The water is acidulated w ith n itrous acid.

The proportionsused vary according to the taste of differen t workmen,
but thismordant must never be strong.

The plate is then cleaned as far as the printer intends w ith the soft

part of his right hand , which has been previously chalked by being passed

over a lump of Spanish white (the hand must not be overcharged w ith

chalk). The margin is cleaned w ith a rag chalked in the same way.

To ascertain the exact state of a plate it is necessary to clean it all

over, leaving no ink except what is in the lines, as visiting
-cards are

printed. I t is a good thing to do this for the first proof simply for self

information .

But to ascertain what the plate is capable of rendering, it may be
treated artificially by what is called artistic printing.

The two kinds of printing are quite different from each other, and a

plate may be etched for one or for the other. We w ill distinguish them
here as mechanical and artistic printing. Remember the visiting-card

as the example of the first. I cannot so easily name an example of the

second, because I cannot be sure that all artistic proofs of the same plate
are equal in quality to those which are accessible to me. H ow ever, I

w ill try to fix upon an example of the second, and it shall be the Laugh

ing Portrait of Rembrandt by Flameng, which was printed w ith extra

ordinary care and skill by Salmon for the Portfolio. I t appeared in the

number for January 1872 . The prin ting of that plate was so highly
artificial that the workman could only take a few proofs per day.

’

Artificial or artistic printing has often been much disliked by artists,
because when badly done it is in tolerable. Mr. Ruskin condemns it

altogether. Mr. H aden condemned it at one time, but has probably
changed his opin ion since, for the Agamemnon is printed very artificially.

I too have had my time of rebellion against it, caused by ignorant and

tasteless work which pretended to be artistic, and only succeeded in

obscuring the intention of the etcher. The plain truth is, that when done

w ith ability, skill, and taste, artistic printing is awonderful help to certain

etchings, and that some eminent modern etchers work intentionally in

view of it. The Laughing Rembrandt, for example, was etched on

purpose to be printed artificially, so that the only proofs which express

Flameng
’
s inten tion are artistic proofs. On the other hand, etchings

may be done expressly to be printed like visiting
-cards for example,

those ofMr. Ernest George, and those of mine in the first edition of my
E tcher’s H andbook, w ere etched to be so printed. In such cases the

brilliance of the white paper between the lines is counted upon as a part
of the effect, and must not be obscured by the printer, whose business is
simply tomake every line clear and black.

The whole edition was printed with the care usually given to achoice proof,
and underM. Flameng

'
s personal supervision. All parties made some sacrifices

about the plate (publisher, printer, etcher) as awork of exceptional characterand

importance. I f the reader could see a bad orw eak proof of the same plate he
would be very much astonished.
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tw een different sheets ofblotting-

paper, when
'

youmay use it at once . I t

is a good precaution w ith all foreign papers except Japanese and I ndian,

to brush them w ith a clothes-brush just before taking the proof. I t dis

engages the fibre at the surface, and better disposes it for penetrating into
the lines.

Forproving a plate, pass it once through the press to take the proof,
and not once and back before lifting the paper, as printers do ; because

that often more or less perceptibly doubles the lines, and youwant to

ascertain the exact truth about your lines.

See that your press, if a large one, is well supplied w ith four or five

good soft cloths to lay between the rollerand your paper. Proofsmay be

taken w ith two if they are thick and good .

I f the paperslips along the plate and creases, the reason always is too

much friction somewhere in the press. Find out what causes the fri ction,
and remedy it. Keep axles well oiled.

I t is amistake to suppose that proofs are better forexcessive pressure.

There is a certain (very considerable) degree of pressure which is neces

sary toa good proof, but anything beyond it does no good and may create
inconven ience, if only by making the pressmore difficult to work.

When proving a plate it is very useful to take an off- track. This is a

paler copy of the proof, prin ted 1mm it in reverse immed iately after it is

taken . Yousimply put the fresh proof in the press instead of the plate

and lay damped paperupon it. Youget an impression in reverse, that is

in the same sense as the copper itself, and this considerably facilitates

reference for retouches. I n etching directly from nature w ithout the

mirror yourdraw ing comes in reverse in the prin ting, so that there can be

no local resemblance. I f anybody in the neighbourhood asks for a proof,

youw ill have to give him an off- track, or he w ill not recognise the place.

To dry proofs yourequire thick, soft, porous pasteboards (made on

purpose), always kept very clean , of course, and you put your proofs

betw een these boards under the pressure of a screw -

press or heavy
w eights. Do not put more than two proofs between two boards, and let

the proofs be back to back, w ith their faces to the boards. The principle

of drying proofs is exactly that of drying plan ts for an herbarium, for they
have to be dried and kept flat at the same time. H erbarium paper and
a botan ist

’
s drying

-

press would do, but boards are preferred for the more
certain flatten ing of the whole sheet on which the etching is printed . A

sheet of herbarium paper may be laid on the pasteboard to prevent it

from receiving an off- track from an etching which is thickly printed.

Change the pasteboards once, and keep them, when not in use, where
there is a current of air todry them. They should then be arranged w ith

a space between every two of them for the air to pass freely over both

sides.

When youhave done w ith printing for the day, be careful to clean the
plate thoroughly w ith petroleum, schist oil, benzine, or turpen tine, so that
no ink may be left in the lines. I t would harden there and be difficult to

get out afterwards.





PL AT E X I I .

(To be placed Opposite page

POPLARS AND OAK ,
a sketch from nature ,

By P. G. H amrton .

This little sketch is given as an example of a rapid and conven ient way of work

ing directly from nature on the copper. The author first drew all the organ ic

markings, including the deepest indicationsof shade , out of doors in a si tting of two

hours, but nothing more. The remaining history of the plate is given below .

BITINGS.

I n Dutch Mordant, heated to 90
°
Fahrenheit. Minutes.

Outlines of clouds

Organic lines in trees, and marks of deepest shading in them

Darkest organic lines and markings in shrubs and water

First proof taken. The plate in this stage consisted of nothing but

organ ic lines and markings, w i th some ind ication of its deepest shades.

I t w as now covered again w ith the black ground. The sky was shaded

in horizontal lines, the w hole of the waterw as shaded in vert ical lines, and

the rising ground in t he distance was shaded in crossed lines. Lightson the

water w ere stOppe d out w ith the brush.

The sky w as now b itten in a gradation of stoppings out from four to

sixteen minutes, the rising ground w as bitten eight minutes, and the vertical

shading on the water from ten minutes to tw en ty.

The plate is purposely not retouched in any way.

Second proof taken .

A more fin ished appearance might easily be given to it by the judicious
use of the scraperand the dry

-

point.

There are some rotten lines in the sky, occasioned by their having been

draw n w ith too light a hand. They could easily have been corrected w ith

the burin.

and foreground shrubs are farm s/s.
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CH APTER XI V.

TH E I N TERPRE TI ON or NATURE .

SEVERAL correspondents have requested me to write them a chapter on

the interpretation ofnature in etching, showing the best meansof render
ing this or that kind of natural material. Such a subject would require

a volume, w ith innumerable references to the works of etchers, and a

thorough analysisof theirways of execution. l have already been tempted
to extend the present volume considerably beyond the limits of the

first edition, and could not w ithout making it burdensome, include a

treatise on the interpretation of nature. I rather suspect, too, that

amateurs who want information of this sort are often in that peculiar

stage of art-culture when people believe that useful recipes can be given

for doing trees etc. The only really valuable and generally applicable

piece of advice which I can give is to select some good etcher whom you

really like, get tw o or three of his plates and copy them rigorously in fac

simile. That w ill compel youto observe what methods of in terpretation
were adopted by the etcher youhave selected for your master, and
whilst youare at work copying, youmay apply your mind to the closest

study of hisw ays. Very likely they w illnot suit youaltogether, very likely
it w ill seem to you that the etchermight have done otherwise and done
better, which only means that youhave a differen t idiosyncrasy from his.

When youare tired ofhim youmay copy somebody else, and when tired of
copying etch directly from nature, only trying to think how yourmaster
would have in terpreted the sort of material before you. I t is a great

thing that youshould be firmly persuaded that in terpretation is always

necessary. Good art is always interpretative, and good etching ismost
especially so. The true and sound principles upon which the in terpreta

tion of nature in etching ought to be founded have been stated on pages

2 5 1 and 2 52 of this volume, especially in the quotations there. The

lead ing ideas of good etching are the in terpretation of nature by the

selection of the most important lines and the separation of the most
importan t masses, w ith a suggestion of the most characteristic details.

But no teacher can convey to a pupil the faculty tomake these selections,
and yet on that faculty the whole value of his interpretation must depend.

Therefore it is that such abook as this can nevermake an artist, but itmay
render humble service to one who isalready born w ith the true gift. And

if any such truly enviable favourite of Nature should by chance get hold
of the book in future years, let me w ish him strength and long life to

con tinue greatly the tradition of a great art, an art which existed in all its

majesty some centuriesbefore w e w ere born, and which, in spite ofcoldness
and indifl

'

erence, w ill survive as long as there is copper to make a plate
and acid to bite it.
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stout board, each board having a hinge of its own. The etchings are

pasted to these boards by the upper edge only. This system is good for

a public collection, but not so good for aprivate one. The private owner

often showshis treasures to several friends at once, and then it is desirable

that they should be separate, and not pasted in a book.

The box w ith shelves, ismerely a box which opens like a cupboard.

Inside it is arranged w ith shelves, which can easily be drawn out. The

shelves should be of very thin light wood, plain deal is best, or cedar for

a cabinet dcgrand lure.

Of the three systems, the last is quite incomparably the best. The

portfolio does sumciently for a collection in its infancy, but portfolios

are awkward things, and become shabby in time, which givesacollection
an untidy appearance. Youwould require a great number of portfolios

foranything like a considerable collection. We all begin w ith them, of

course, but a time comeswhen they get too full, and too shabby, and then

is the time to set up the box system.

The most conven ient way is to have the little boxes or cupboards of

one uniform height, so that youcan build them up like stones in a wall.

Sixteen inches may be fixed upon for the height. As for the other

dimensions, they w ill depend upon the size of the mounts, of which more

presently. The little cupboards or boxes should have folding doors like
an herbarium cabinet, and (please take note q/ this) the doors should be

so arranged by the cabinet
-maker that when the boxes are built up like

stones in a wall, each little pair of doors shall open quite easily, w ithout
catching their neighbours.

H aving once carefully decided about the sort of box to be adopted,

youget the cabinet-maker to make enough of them for your present
wants, and then add others of the same kind as your collection increases.
The collection w ill thus always present a neat and uniform appearance.

The shelf should be an inch larger than the mount in each direction.

Do not waste Space in having clumsy thick shelves. For the two smaller
sizes given below , the shelf need only be three- sixteenthsof an inch thick,
for the largest but one it may be four

-sixteenths, and for the very largest

five- sixteen ths.

There may be ten shelves in each box. I t is desirable for order and

convenience to have many shelves, and few etchings on each of them.

N ow about the mounts. They are made to orderof any size, but it is
farmore conven ient to take the sizes which are always kept in stock by
the artists

’
colourmen . I therefore give four sizes which include all that

is ever necessary, except for some very exceptional plate, such as Mr.

H aden
’
s Calais Pier, after Turner, which ought to be framed and hung

on a wall ; besides, it is not mentioned in the present catalogue. Fora

very rich collection the mounts should be hand-made, - the best in the

world are Whatman’s hand-made mounting-boards. More ordinary
machine-made E nglish boards are still quite good enough, and they now

make boards in Germany fromwood-

paper which are extremely economi
cal and still look very decent.
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The follow ing are the sizes required
Demy Size 18 x 14 (4 sheet).
Royal 2 2 x r7§ (4 sheet).
Imperial 2 8 x 20 (6 sheet).
Atlas 3r} x 24} (6 sheet).

The Atlas boards w ill only be found necessary for such plates as the

large ones by Flameng after Rembrandt, but a well-ordered collection

ought to be able to give lodging to these, and to the big Rembrandts,
w ithout treating them shabbily. Of the four sizes the Royal is most

generally useful, the Demy is given for small etchings, because it is a

positive injury to them to give them toomuch margin, they look lost in
the middle of a great board.

To mount an etching so as tomake it enter into a regularly ordered
collection , youbegin by cutting themargin tow ithin an inch or lessof the

plate mark all round. An inch is enough for large plates, and half-an

inch for small ones, others may vary betw een the two. Youthen very
carefully paste, w ith stiff paste, about a quarterof an inch of the top edge
of the paper, so as to fasten it to the board, but leaving the rest free .

There is no other really satisfactory way of moun ting etchings. I f

fastened by the four corners they pucker in damp w eather.

Many of the modern etchings in this catalogue can be easily procured

through the printsellers the older onesmay be met w ith occasionally,
and at sales. The collector ought not to be discouraged because his

collection is incomplete—the pleasure is tohave an incomplete collection,
to which one adds a good impression from time to time. I f the reader

cannot easily procure all the etchings in this Catalogue, he may often

supply the place of them temporarily by copies, or by photographs, or

photo
-engravings, such as those by the Amand-Durand process. (See

page 109,footnote). When these cannot be got the place may be tem

porarily supplied by a careful tracing, which w ill remind youof the plate.

Unfortunately, in the great public collections, tracing is not permitted, but

sketching is, and asketch of the original, on the same scale, ismuch better

than nothing . To have a perfect collection of originals is, in these days,

a luxury for Barons de Rothschild or Dukes of Westminster, yet com

paratively poormen may have very interesting though incomplete collec

tions. The great thing is to enjoy and appreciate the few good things

w e have, and to enjoy the pleasure of gradually adding to them.

Many readersmay wonder that French and English are mixed up in

the titles of etchings here. They are so chiefly for conven ience of

reference to previous well
-known catalogues, or else because a title may

not always have seemed conveniently translatable. I ndeed, whenever

the French title is given in preference to the E nglish one, there is always

some reason for it. I n the case of Unger
’
s etchings, for instance, I have

given the title in E nglish when the catalogue of themwas in English, and

in French when the catalogue happened to be published in French.

Sometimes I have given the title of an etching in French from simple
2 G
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dislike tomaking a translation ofmy own which might not happen to be
in the form familiar to E nglish collectors. For example, there is the

landscape by Rembrandt Le Bouquet de Bois,” a neat little French

title, very well known. Of course one might translate it, but I really

cannot tell by what exact title the plate ismost familiarly known amongst

E nglish collectors. Most of the good catalogues have hitherto been in

French, so that French titles have often a peculiar currency.

Aaaarxau
I . Bords de l

’Oudon
xx. Environs de ChateauGoutier

Ausoau.

xxx. Fellow -commoners
Iv. The Sentinel

Arrum
v. Marais de la Burbanche, Ain

vi . Mare , une . Environs de Rosilloa

vxx. Open Stream

VI I I . Rocky River bed

rx. Soir d
’

Automne, E nvironsde Rod in
x. Soir, Bord duRhone aRix, Ah 0

xx. Souvenir

xxx. Valromey, Ain

Barrouaraa
xxxx. Marais pres d

’

Elche

xiv. Usine d Oran

BALLI N
BEGA

xv. Cabaret, ls .

xvx. Femme portant laCruche

xvu. H omme avec laMain dans ls Ponrli
olnt

Baaonau

xvxxx. Goat
’
s H ead with black Forehead

xxx. Piper, the

xx. Rivulet by the Ruined Monument

xxx. Shepherd by the Fountain

BIANCH I
Boxssxau
xxxx. Passage doGarillano, en I talic

xxxxx. Pont et Chateaude Sainte Colombe, en

xxxv. Tonneliers, les

xxv. Village de Lantilly, Entrée da

Bn covauono
xxvx. H are

xxvxr. H aut d’un Battant de Porto

xxvxxr. Unearthing aBadger

xxxx. Vanneaux ct Sarcelles s
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m t. Paymge d
' I talie

m u. Souvenird’ I talic

m reir

m u. Deserted Village, plate a
max. Deserted Village, plate to
not. Deserted Village. plate 34
Lxxx. Roughish Road by the Loch-side

Cavrt smmt

mam. DougalMaccallumand Hutcheon

m m. Elves and the Shoemaker

un v. Folly ofCrime

Luv. Return from adelightfirl trip on the Contina t

Drummer
Lxxvr. Aides, les

1.1 mm. Daubigny travaillant dansm Cahine

nutvnr. Déjeuuerh l
’ Auberge

Lxxnt. Gué, le

m x. Nmt anr laRiviere

Lxxxt . ParcaMoutons : le Matin

Lxxxxx. Recherche de l
’Auberge

Lxxxm. Vendanges, les o

Daucaorx

Brutus .

m . Trompette de Chasseurs.

utxxv. Uhlan, nu

Drrrarcrr

Lxxxvx. Satyr, the, in Peasant
’

s Hon: 0

Dom

Lxxxvm. Meditation

Lxxxxx. Student of the old Masters

xc. Cow , Sheep, and H erdsman, w ith aCity in the distance
xcx. Ruin neara Stream, Arth t sketching

Dunn
1 011. St. Jerome
xcm. Virgin and Child

Evarmmorru
xcrv. Man, the, nearagap ln al'ence

a -Pn rus
xcvt. Sailor’s I nfancy
xcvn . Vanneuses de Cancale
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cxxxrv. Tow ing
-Path .

mWhistler’s House at Old Chelsea

Hom e

cxxxw . Gentleman playing on aGain;
cxxxvn . Greenwich, the long view of .

1103
11

cxxxv111. Fishennan
’
aGood-night

cxxxnt. Gathering eggs from the CH!
“

H oasurv
cx1. Deserted Village , plate 61

exu. Duenna’aReturn

cxut. Weaver
’
sCottage, interiord

’

343

Jacque 189
cxurr. Ferme 192

cxuv. H iver 193
I 94

c vr. Pastoral 191

c vn . Petits, Petits l 193

IAOQURMART 183, 383

c vm . Coupe de Jaspe Oriental 187
cxux. Coupe de Jaspe Oriental 188

CL. Drageoir de Cristal de Roche 188

Dutch Cottage, interior of, afterWillemKali 385
Elisabeth de Valois, Reine d

'

Espagne, afterSirAntonioMoro 387
curt. Fleurs, Huit études et compositions de 186

c1.1v. H anap de Cristal de Roche 187
H istoire de laPorcelaine ; plate 6 185

a m. H istoire de laPorcelaine ; plates 14 and 15 185
c1.vr1. Moerdyclt , alterVan Goy 384CLVI 11. Repose, afterBerghem 382

cux. Saliere de Lspis Lazuli 188

cu . Vase de Jaspe Oriental 187
Vase Antique de Porphyre 187

cum. Vase Antique de Sardoine 186

m m. Young Woman, Portrait of, after Lucas Cranach the younger 386

Jonoxmn 1 28

c1.x1v. H onfleur, entrance to the Port 131

Cv . H oudent , Sortie duPort 133

Cv 1. H onfleur, view of the Railway Port 131

curvn . Town ofMaaslins, H olland 130

Kw our 35 t

Cv m. Drinking Song 352

cm x. Peasant and the Forest 352

Laomm aura 155, 37:

curz . Dwarfof Philip IV. of Spain, alterVelssques 373
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ccv11. Rue des Toiles, Bourges

ccvrr1. Stryge, le

CCtx. Tourelle, Rue de la Tixerandelie

Maura

ccx. The Young Mother

Monom
ccx1 . Estafette, afterMeissonier

Moscaxsrsan

N sue La, D1:

Ct 1111 Mobiles 1 laTranchée , Siege de Parh

ccx11 1. Farn ille, la .

ccxrv. H artly-

gurdy Player

Faun-2a

ccxv. Come, thouMonarchof the Vine
ccxvr. Early Ploughman

ccxvrr. Full Moon

ccxvm. H erdsman

c 1x. Rising Moon

CCXX. sunri“ e

Port-1 1111, PAUL
ccxxr. Bull, the

ccxx11. Cheval de la Frlse

ccxx111. Cheval Frémissant

ccxxiv. Cows, two, in foreground, H erdsman three other
in middle distance

ccxxv. Harag three Studies of

ccxxvr. Mssette, la

Qusvaov
ccxxvu. H ouse of Jacques Creurat Bourges
ccxxvm. Loches

ccxxlx. Rue des Arenes at Bourges

RAJON

ccxxx. Dutch H ousew ife, afterN icolasMacs
ccxxx1. John Stuart Mill, portrait of, afterG. F.

Rsocama .

ccxxxrr.

ccxxxut. Corpse discovered in aWood

ccxxxxv. SilverThames

Reuse/mo?
ccxxxv.

ccxxxv1. Ansloo, Cornelius, portraitGr
ccxxxvn . Asselyn, portrait of

ccxxxvm . Bathers

c xxxx. Bouquet de Bois
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cear. Christ H ealing the Sick

Clement de Jonghe, portrait of
ccx1.11 . Coppenol, the lesser (a portrait)
ccx1.111. Cottage w ith the Grea t Tree

ccxuv. Death of the Virgin

cc v. Descent from the Cross by Torchlight

ccxnvr. Diana at the Bath

ccxavu. Ephraim Bonus, portrait of

ccxnvm. H agar dismissed by Abraham

ccx1.1x. Hundred Guilder Print

ccx. Jacob and Laban
Janus Lutrna, portrait of

cen t. Jesus Christ preaching
CCZJ I I .

OCLIV. Mendiants, H omme et Femme
Motherof Rembrandt, portrait of

cc1.v1. Mother of Rembrandt, another portrait ofCCLV11 . Naked man seated on the ground

ccavm . Omval, view of

ceux. Presentation in the Temple
CcLx. Repose in Egypt

ccuu. Return of the Prodigal Son
ccnx1 1. Six, Bridge of

cc1.x111. Sis (the Burgomaster), portrait of
CCLx1V. Sleeping Dog
OCLxV. Square Tower, Landscape w ith

ccmtvx. Three Cottages, Landscape w ith
ccnxvn . Three Crosses

ccnxv m. Three Oriental Figures
cc1.x1x. Tower, Landscape w ith

ccnxx. Youth surprised by Death .

Uytenbogaert, the gold
-weigher, portrait of

R19 1.“

ccnxxrr. Draham H arbour
ccaxxm. Durham

ccurxrv. North Dock

Rocrmssumr, D11 .

CcLxxv. Cheminée de l
’

Atelier de Terre -Neuve, Vendee

ccaxxvr. Porte de l
’

Atelierdc Terre-N euve

Rusrtm
CCLxxvu. Arch from the Facade of the Church ofSt. Michele at Lucca

ccutxvm. Capital from the low er arcade of the c e
'

s Palace, Venice

CcLxx1x. Crests of LaCdte and Taconay
CcLxxx. Part of the Cathedral of St. Lo, Normandy
CcLxxx1. Pass ol

'

Faido. Simple topography
CCLxxxn. Window from the Ca

’

Fceceri, Ven ice

RUVsnam.

ccutxxrrr. Bridge, the Little
ccuxxrv. Travellers. the
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CcLxxxv. (Edipus, the Abandonment of

Sun s/ma.Dtnts or
001.xxxv1. EuI talic, LaPéche aux Grenouille;

80111111

ccaxxxV11. Forges d
’
Allevar en Dauphine

Tavuza
ccurxxvrrr. Day

’

s Hunting in the Fens

ccaxxxtx. Forester
'

s Song

Taoorrwvx

Tu1111 1111
ccxc. Calm

001 01. Dumbarton .

ccxc11. 1Esacus and H esperia

00110111. I nverary Pier. Loch Fyne, Morning
00x01v. Jason
ccxcv. Little Devil

’
s Bridge, over the Russ above Altdorlt

ccxcv1. Weedy foreground, man ploughing

Union

ccxcv11. Buste de Femme, afterRembrandt
0011011111. Cephale et Procris, afterapicture supposed to be by Guido

Reni

ccxcrx. Chanoine, Portrait d
’
an afterAntonis MorVan Dashorst

000. Dormeur, le, afterA. Van Ostade .

0001. EurCalme, afterWillem Van de Velde the younger
00011 . Fran: Hale and Lysbeth Reyniers, his second w ife, after

Franz H als

000111. Governors of the Asylum forold men in 1664, after Frans

Hals

0001V. H ail, Fidelity i also designated SirRamp and hisMistre ss,
after Frans H ale

CCCV. H omme, Portrait de, afterTintoret
000V1. Jeune Couple dans leur Salon, afterGonzales Coques
0001111. Paysage Montagneux, afterRembrandt e

cccvrrr. Vaches, Les Quatre, alter Paul Potter

000111. Snellius, Joannes, portrait of
cccx. Suttermans, Justus, portrait of
000111. Vorstermans, Lucas, portrait of

cccxtr. Vranas, Franciscus, portrait of

Vavaassar

cccxrrr. Bac, is

cccx1v. Cornstaclt, makinga

V11.1.av1arm
cccxv. EuPicardie

cccxvr. Nohant-Vicq
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