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TO MY MOTHER






PREFACE

I owe a word of apology for augmenting the already extensive
bibliography of engraving, and some explanation of the scope of
my work may serve to supply it.

It aims, in the first place, at presenting a descriptive survey of
the history of engraving on metal throughout the various centuries
and schools, considerable space being devoted to the more important
engravers, the names of lesser account being cited just so far as they
contribute towards a connected view of the whole development, and
a balanced estimate of relative artistic values. It is especially in
this relation that I feel the importance of the inclusion of a chapter
on modern etchers and engravers, who, in books of this kind, have
seldom been treated in their natural place beside the older masters.
While recognising the greater dangers of personal bias in expressing
opinion on the work of living artists, I am strongly opposed to the
idea that modern art demands a different and separate treatment.

I have attempted throughout to give references to original
sources and best authorities, so that, both for lesser and greater
artists, the student may find a sign-post when space precludes direct
information.

The General Bibliography, and the Individual Bibliography
attached to the Index of Engravers, present a much larger collection
of authorities than has been attempted in any similar publication.
The technical introduction merely aims at describing the various
processes in sufficient detail to help the student, who has made no
practice of the art, to a clear comprehension of cause and effect.

A somewhat new feature is formed by the Classified List of
Engravers, which has gradually assumed its present shape during
the course of my work. Many names of second-rate engravers
appear in this section, which would have merely overburdened the
text. It is the common fate of compendious lists to be both

cryptic and complicated. I cannot think that mine will form an
vii
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viii HISTORY OF ENGRAVING AND ETCHING

exception, and I am convinced that they will need from time to
time both correction and augmentation ; but I trust that the system,
which has been a gradual development into the simplest form I
could devise, may serve as a scientific basis, and find sufficient uses
to justify the labour entailed. I have considerable hopes that
amateurs and students in many fields of research beside that of
engraving may find here the names without which they have no key
to the illustration of their particular subject or period. Moreover,
a list of engravers, carefully placed in their natural groups, will often
lead to the solution of problems of authorship when a dictionary
would offer no starting-point. I have included various countries in
the Classified List (eg. America, Sweden, Norway, and Russia)
which have hitherto received scant attention in general works on
the subject.

In comparison with painting and sculpture, engraving is a
cosmopolitan art, the immediate inter-relation of different countries
being facilitated by the portable nature of its creations. This
consideration is perhaps the strongest argument for the adoption of
the great epochs and phases of development as the most logical
order for the descriptive survey, though it occasionally entails slight
recapitulations. The Classified List of Engravers, being arranged
to give a continuous survey under the headings of the different
* countries, forms in this respect a natural supplement to the order
of the historical section.

The Index, which includes pver 2500 names, covering all the
engravers and etchers cited in the text and classified list, presents,
in the most condensed form, dates, places of activity, and individual
bibliography, wherever such are known. This section may seem to
encroach somewhat on the domain of a dictionary of engravers, but
the student who knows the multitude of sources from which reliable
information is to be culled, and the difficulty of computing a balance
of authority, even after his sources have been consulted, may find
some practical utility in the collection. Moreover, many names of
living artists are included which are not to be found in any of the
dictionaries, the biographical details having been obtained, in many
instances, at first hand from the etchers themselves.

The bibliography will show that my indebtedness to the literature
of the subject almost precludes specification. T'wo books, however,
I would mention as most nearly allied in scope to the historical
portion of my work, Z¢. Lippmann’s Kupferstich, and Kristeller’s
Kupferstich und Holzschnitt in vier Jahrhunderten. My debt to
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the former may be unconsciously even greater than 1 suppose, as it
formed my earliest introduction to a subject on which it is one of
the soundest guides. On the technical side I would merely cite
Singer and Strang’s Ething, Engraving, and the other Methods of
Printing Pictures, which, with its excellent bibliography of pro-
cesses,! was of great assistance to me in my introductory chapter.
Books such as these have naturally been my constant guides, but a
continued study of the original prints, in which detailed research on
one or two schools has been seconded by a systematic examination
of masses of work of every period, forms the real basis both for my
Classified List of Engravers and for the opinions expressed in the
text.

In respect of personal help, my greatest debt of gratitude is to
Mr. Campbell Dodgson. He most kindly read through the text in
manuscript, and the classified lists in proof, giving me numerous
suggestions, which his deep and minute knowledge of the subject
renders an invaluable service. I would also record the invariable
sympathy and suggestion which have been afforded a new member
of his own department by Mr. Sidney Colvin. My sincere thanks
are also due to Mr. Laurence Binyon for having suggested to me
the inception of a most congenial task, and for frequent counsel
during the work’s progress; to Mr. Alfred Whitman for constant
assistance in the field of mezzotint, on which he is an acknow-
ledged authority ; to Mr. Frank Short for very kindly reading and
criticising my technical introduction in manuscript; and to my
brother for reading the proofs of the text.

I am indebted to many other friends and acquaintances in
England and abroad, both for personal help in study in other print
collections, and for much correspondence in answer to repeated
queries : among others, to Geheimrath Lehrs of Berlin and Dresden,
to Prof. Singer of Dresden (to both of whom I owe a personal
debt for something of my initiation in the subject, while studying
in Germany some six years ago), to Drs. Weixlgirtner and Dorn-
hoffer of Vienna, to Graf. Piickler-Limpurg and Dr. Pallmann of
Munich, to Dr. Kristeller of Berlin, to Dr. John Kruse of Stock-
holm (for many details on Scandinavian engravers), to Monsieur
Frangois Courboin of Paris, to Professor Henri Hymans of Brussels,
to Mr. A. W. Pollard and Mr. Arundell Esdaile (for repeated assist-
ance on matters of bibliography), to Mr. F. M. O’Donoghue

! To which Professor Singer has for years been making additions, intending at
some future date to publish a comprehensive bibliography.
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(particularly in relation to portrait), to Mr. Basil Soulsby, to Mr. R.
Nisbet Bain (for advice on the orthography of Russian names), to
Mr. Barclay Squire and Mr. Alfred H. Littleton (for matters con-
nected with the engraving of music), to Mr. Martin Hardie, to Mr.
T. W. Jackson of Oxford, and to Mr. Charles Sayle of Cambridge.

The illustrations have been made, for the most part, from
impressions in the British Museum, one being from Amsterdam
(Fig. 4), another from South Kensington (Fig. 110), and the two
examples of Legros being taken from Mr. Dodgson’s collection.
Three alone were taken from other reproductions—iz.e. Fig. 2 from
the Chalcographical Society’s publication of 1887; Fig. 3 from
Lehrs, Die dltesten deutschen Spielkarten ; and Fig. 13 from
G. W. Reid, Reproduction of the Salamanca Collection, London, 186g.
The facsimile plate used for the frontispiece has been kindly lent
me by the Diirer Society. . The plate of engravers’ tools was
designed by Mr. S. W. Littlejohn, who has also given me constant
and ready help on many technical matters.

"It is my intention, if the reception of the present work is at all
favourable, and if my leisure during the next five or six years can
compass an even more laborious task than the present, to attempt a
companion book on Woodcut, Lithography, and Relief-cuts and
Plane-prints in general.

A. M. H.

June, 1908,
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INTRODUCTION

PROCESSES AND MATERIALS

ENGRAVING may be broadly defined as the art of drawing or writing Engraving :
on any substance by means of an incised line. : By a natural 2 definition.
transference from the abstract to the concrete) the term may be
referred to the work so performed, and by a further transference, Engraving in
illogical, but stereotyped by usage, it is applied to an impression il:ncp::si:f
taken on paper or some allied material, from the original engraved or print.
work.

The present historical study is almost exclusively concerned
with engraving in the last signification, and with the engraved work
itself only in so far as it serves as a basis for impressions or prints.
The work of the goldsmith, and in fact all engraving pursued as an

end in itself, fall outside its scope.

Engraving may be divided into two main classes :— Tl:;o maifn
L. Engraving in intaglio. :ng's_:ji:g:
11. Engraving in relief. 1. Intaglio.

In I the line or space engraved possesses a positive value, and I1. Relief.
stands for the design itself. In II. the lines or spaces are engraved
merely as negatives to leave the design in relief. A different
method of taking impressions is needed for each class, which, by Two methods
illogical transference, may be termed respectively snfaglio and relief ©f Printing.
printing.  In the latter mnethod, which is called more accurately
surface printing, the ink is merely transferred from the part left in
relief (as in printing from type), while in the former the ink is ex-
tracted by dint of great pressure from the engraved lines themselves.

Class II is chiefly concerned with work on wood, which in its Class I1.
early history is more strictly called wood-cutting than wood-engrav- :’t:!""ed n
. . . . is book.
ing. With this our study has nothing to do. Metal cuts are also
omitted as belonging essentially to the same category as wood-
cuts. Then the branch of engraving on metal where the lines
are incised merely to print as white on a black ground, which is
called in French the maniére criblée,! intermixed as it generally is
with dotted work (geschrotene Arbeit), is also left out of our study, on

! For a sound exposition of the principles of this process see S. R. Koehler,
‘¢ White Line Engraving for Relief Printing in the r5th and 16th Centuries,” Report
of the National Muscum, 1890, pp. 385-94. Washington, 1892.
B
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F1G. 1.—The Tools used in the various Methods of Engraving and Etching.
(Key on p. 18.)



LINE-ENGRAVING 3

the ground that the method of printing these engravings in relief
brings the art nearer in principle to wood-cut than to line-engraving.!

Our subject then is limited to the type of engraving on metal in The subject
intaglio, where the lines or spaces engraved serve as the design, ?,:Z:;?om
which, except in occasional instances,? figures as black on white, or engravings
at least as a darker on a lighter tone. Gravure en taille-douce it is on metal.
called in French, a term perhaps implying the joy of the craftsman
in engraving the line which is to be the design in itself, rather than
a mere negative value to be laboriously removed.

For a true appreciation of prints, which form the chief material
for our study, it is essential to understand the main principles of the
various processes by which plates may be engraved. A description
of these processes, in just sufficient detail to enable the student of
the history of engraving to obtain a proper comprehension of cause
and effect, is the aim of the present chapter.

The essential element of the graver or burin (1) the chief Line-
instrument of the line-engraver, is a small steel rod some four or five €= 1&
: . . e graver
inches long, the shape of whose section is either square or lozenge (or burin).
(1, a and &), with cutting point and edges gained by sharpening the
head in an oblique section. The most usual form of handle is as
in 1, but it is not infrequently shaped as in 2. The plates used in The plate.
engraving are generally of copper, well beaten and of highly polished
surface. Zinc, iron,* silver,® steel,® brass,” and even pewter® plates
have occasionally been used, iron and zinc less frequently for line-
engraving than for etching, where the artist may choose these
materials to achieve a rougher result. Steel was largely used in the
second quarter of the last century for line-engraving, etching, and
mezzotint. The more recently applied method of steel-facing by Steel-facing.
electrolysis, which imparts an equal durability to the copper, has
almost entirely superseded the use of plates of a metal whose
toughness presents greater difficulties to the engraver. Steel-facing

1 Blake's etchings in relief form an exception to this principle of exclusion.

2 E.g. an impression of The I'irgin and Child with a Bird, by E. S., reproduced
F. Lippmann, Aupferstiche und Holzschnitte alter Meister, Berlin, x. (1900), 1. Cf.
M. Lehrs, Repertorium, xii. 273.

3 The numbers in brackets throughout this chapter refer to the plate illustrating
tools used in engraving (Fig. 1).

4 Sce Diirer, pp. 80, 105-6 ; Hopfer, etc., p. 109.

5 See Nielli, p. 42 ; Goltzius (footnote, p. 120).

6 See Chap. V. p. 150, note 2; Chap. VIIL pp. 211, 223; Chap. IX. p. 284.

7 There are two or three original brass plates in the British Museum : an unde-
scribed Italian plate of the fifteenth century (a Natizity), and two good early copies
after J. Matham (B 157 and 158). The use of the word ‘*brass ' by Harington in
the introduction to his edition of Ariosto’s Orlundo Furivoso (1591) is perhaps merely
a vague use of the term, which would include copper.

¢ Cf. Meldolla, p. 111, and note. The chief application of pewter in engraving
has been for the printing of music, one of the earliest examples of a practice
common in the eighteenth century being Handel's Ginlio Cesare, published by Cluer,
London, 1724. Some of the pewter plates used by Cluer's contemporary, Walsh,
are still in the possession of Messrs. Novello. For the general history of music
printing and engraving see F. Chrysander, Jusical Times, 1877.
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is now frequently used when a large number of impressions are to
be taken for some commercial purpose, but most artist-engravers
and etchers prefer to limit their editions to the number that can be
taken from the copper. Whether the purity of the line is more
than microscopically impaired by the process is a matter on which
opinions are divided.

The engraver grasps the blade of the graver between the thumb
and first or second finger (in the latter case letting the first finger
fall along the top of blade, as shown in the illustrations in Bosse's
treatise ), holding the round part of the handle against the palm.
He then presses the point of the graver into the surface of the plate,
which is laid on a pad to facilitate its turning, being careful to keep
the two under sides of the graver at equal angles to the plate’s
surface. The resultant incised line will exhibit a curl at either side
(if regularly engraved) as in 3a, but this will be very slight if the
graver is perfectly sharpened. This roughness, called éwrr, is
removed by the scraper (18: an instrument with triple and fluted
blade, very finely sharpened), leaving a clean furrow as in 346 or 3¢
according to the shape of graver used (1a or 14). Another tool
similar to the ordinary graver, but with a triangular section (though
sometimes slightly curved on the upper side) called the #ns-tool (2,
2a), is more especially a wood-engraver’s instrument, used for cutting
series of fine lines so as to get the tone or ‘“tint” from which it
derives its name. Sharpened with a square or round belly (26 and
2¢), after the manner of what is termed a scorper (or scooper), it
may serve the metal engraver for his broader lines. The ordinary
lozenge graver is also sometimes sharpened in a similar way (1¢ and
1d). Lxcept in its flattest shape, that of the gouge, which is used
to scoop out parts of the plate to be erased, these *“scorper” forms
are much less used by the artist-engraver than by the heraldic and
letter engraver. More particularly a craftsman’s instrument again
is the threading-too! (2d). A shape similar to the tint-tool, with
broad flat belly, is threaded on its lower surface to facilitate the
engraving of a series of parallel lines.

Throughout our description of the various tools : inu . be
remembered that while, as far as possible, the conventici.: . - are
given, many other variations of shape may occur accorc.:. - the

discretion of each engraver. .

To make a line of thickness varyin_ in its own len¢:ih the
engraver either deepens his cutting, or leans the grave:, o1 o1 side;
the latter only if the swelling required be slight, as otherwise the
irregular furrow with a sloping side thus formed woul fail to uold
the ink adequately. If greater variation in breadtl,is required,
he must cut further lines alongside his .original furrcw. In close
shading do#s made by the point of the graver and shor, lines, called
Jficks, are often used, either by themselves for the lightqs portions of

1 Sce General Bibliography, 11. Processes, 1645. -
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the shading, or within the interstices of the cross-hatchings. The
flicks are frequently made with the curved graver such as is used
in stipple work (7).

For the correction of work on the plate the method is as follows : Corrections
The part of the surface wrongly engraved is removed by means of on the plate.
the scraper, or, if the lines are shallow, rubbed down with the
burnisker, an instrument having an oval section and a rounded and Burnisher.
highly polished edge (19). By means of the cal/ipers (shaped as in Canipers.
27a or 274) the exactly corresponding part of the other side of the
plate is located, and the indentation caused by the erasure is then
knocked up from behind with a Akammer (26), or if only a very Hammer.
limited space is to be corrected, with an ordinary flat punck (25a) Flat- and
and hammer. Occasionally, more particularly in the case of thick cocking-
steel plates, a punch with a rounded head (called the cocking-punck) P e
is used in conjunction with the hammer on the face of the plate, in
such a manner as to beat down the sides of the engraved lines and
close the cavity. The surface, being levelled with charcoal and
polished with the burnisher, can be engraved as before. Light lines
can also be worn down by rubbing with the oil-rubdber (a roll of Oil-rubber.
woollen cloth bound with string, which is generally used merely with
oil to clean and polish the plates, see 28) in conjunction with the
finest emery (commonly called flower émery) or other polishing
powder (e.g. fine crocus, or rotten stone), emery being more suit-
able for steel, the two latter powders for copper.

In ETCHING, as the name implies, the line is obtained by corrod- Etching.
ing or “eating” the plate with some acid or mordant.

The plate, after being polished with the oil-rubber and sedulously
cleaned with chalk or whitening, is covered with a thin layer of
etching-ground, made by the mixture, in varying quantities, of different
waxes, gums, and resins. A harder ground, used largely by earlier
etchers (if it is right to infer as much from the prominence given to
it in Bosse’s treatise of 1645), but now quite discarded, contained
similar ingredients (with the important exception of the virgin wax),
combined with nut-oil.

The most common way of /aying the ground is as follows :—a Laying the
ball of solid ground, brought into contact with the heated plate, 87ound
melts and oozes through the porous silk in which it is kept wrapped.

The substan: e thus m-'ted is spread evenly over the plate by a

succession of short shar,-blows with the daéder (30), a pad of some by the dabber,
two or three inches in diameter covered with silk or kid. The

grounded pl e is then held over some lighted tapers, whose smoke

is absorbed " y the melted ground, making it black, a practice merely

to aid the e :her to see the lines he is opening. With the idea of

avoiding th: negative nature of the design, which would thus

appear as b ight copper red on a black ground, some etchers use

means to ¢ ver the ground with white, so that their design will

resemble re 1 chalk on white paper.
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Two other methods of laying the ground may be mentioned.
First by means of the ro/ler (29). A mixture, of the consistency of
a paste, of ordinary ground with oil of spike, is laid on a piece of
plate glass. Over this the roller is passed, and covered with a
uniform coating of the paste, which is then evenly rolled over the
plate. The application of heat soon drives away most of the oil,
but for complete evaporation several days are necessary.

By a third method the ground is dissolved in chloroform. The
solution is poured over the plate, and the superfluous liquid run off.
The chloroform dries very quickly, leaving the solid ground.

The artist-etcher will often work without the aid of any design
laid on the surface of the ground. But if design is needed it can
easily be transferred by covering the back of the thin paper, which
contains the drawing, with red or other chalk, and pressing the design
through on to the blackened ground. There are, of course, various
other means, a pencil drawing on thin paper laid against the grounded
plate and passed through the press being an expeditious method.

To open up the lines the instrument used is what is called the
etching-needle, which is generally set in a simple holder as in 14.
The needles, of course, vary in thickness, and are more or less
sharply pointed according to need. Sometimes for thicker lines a
broader needle, sharpened in an oval section (15)is used, though
much less now than at the time of Callot and Bosse, and variation
in width in the course of the line could be made by holding the point
at varying angles, or by cutting more or less into the surface of the
plate through the ground.! Even the square and lozenge graver
shapes (16) are also occasionally used by the etcher. The modern
artist-etcher keeps, however, almost entirely to the simple form of
needles, regarding the swelling and diminishing line, achieved by
the oval point, as more suited to the less fluent art of line engraving.

There are three mordants in general use: drlute Nitric or
Nitrous?® acid, dilute Hydrochloric actd mixed with Chlorate of
Potash, i.e., what is called the Dutch Bath, and a solution of Per-
chloride of Iron. The last is least used by the artist-engraver,
partly, no doubt, because of the difficulty of gauging its strength and
action. It has been recently much employed for making process

lates.
P Nitric acid, which is the oldest mordant, works quicklyand strongly,
and has a tendency (which may be moderated by the admixture of
sal-ammoniac) to attack each side of the line, forming a rounded
cavity as in 5a. The presence of bubbles facilitates the calculation -
of the time to be allowed for biting. The Dutck Batk (which is
often used in conjunction with the preceding mordant to bite the
more delicate lines) acts slowly and more directly downwards (biting
a cavity as in 54). No bubbles are visible in the action, so that its

1 This, of course, being a mived method, for which see below, p. g.
2 This unstable acid is only occasionally used for delicate bitings.
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effect can only be judged by careful timing according to known
strength of acid.

Perhaps the oldest method of applying the mordant was to The biting.
build up a little wall of wax round the edge of the plate within
which the acid could be poured as in a bath. This “damming”
process must have been long in use among the goldsmiths.

Another early method described by Bosse (1645) is the arrange-
ment of a large dish banked on three sides, and set at an angle so
that the acid which is poured over the plate (previously protected at
the back and edges by a coating of varnish) would constantly drain
into a receptacle below. Except in a modified form introducing a
spray, recently applied to the etching of process plates, this mode
has quite fallen out of use. The process now generally adopted
does not seem to have been introduced until the end of the 17th
century,! and probably found little favour until the beginning of the
last century. The plate is protected at the back and edges with a
coating of Brunswick black (or some other stopping-out varnish),
and then put into a bath of acid.

When the lightest lines are sufficiently bitten (the time required
may vary from a few minutes to a few hours), the plate is taken out. »
If certain lines need to be etched more deeply, the others must now Stopping-out.
be covered with stopping-out varnish and the plate again immersed,

a process which can be repeated any number of times according to

the gradations required. Biting in certain portions of the plate Feathering.
can also be effected by means of placing some drops of acid with

feather or brush on the part to be bitten.

A method of attaining the required gradations without stopping-
out is as follows. The lines which are to be darkest are first
opened with the needle, and the plate exposed to the acid. Then,
after a certain length of biting the plate is removed from the bath,
and other lines, which are to be lighter, uncovered, and the plate
returned to the bath. The same process is repeated as many
times as needed, the lines first opened getting, of course, most
bitings. In its most expeditious form this method can be carried
out by etching the whole design beneath the acid, beginning with
the darkest lines.

If the ground is removed from the plate before the work is
complete, for the sake of taking proof impressions, the second
ground must be transparent, and is best laid with the roller. The
ground thus laid will leave uncovered all but the very faintest lines, Rebiting.
and the work can thus be rebitten without further use of the
etching-needle. For the equality of the work, which often suffers
in a careless rebiting, it may be necessary to use the needle to
uncover the lighter lines as well.

Further lines can also, of course, be added, and in this case the
ground is driven well into the old lines to prevent their rebiting.

1 Possibly by Sebastien Leclerc. See Bosse, Grarure, ed. 1701.
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It is found that the nearer the lines are laid together the greater
the heat engendered by the acid and the quicker the biting. This
fact, on which Lalanne! laid great emphasis, makes it essential for
the etcher to lay his darker lines at a comparatively greater distance
from each other than the lighter ones, or confusion would result.

The distinction between an etched and an engraved line in a
print seldom presents difficulty. Apart from the greater freedom
of character, consequent on the ease with which the needle is
directed, the etched line nearly always has rectangular extremities,
while the line cut with the graver tapers to a point. An engraved
line with blunt extremities is, however, sometimes needed, and is
achieved by * cutting back.”

Before passing on I may just refer to another method of
obtaining prints, which to the cursory observer look deceivingly
like etchings. I mean the glass prints produced by some modern
etchers,2 which in reality are not etchings or engravings at all.
The process is one of obtaining a print on sensitised paper exposed
to the light behind a glass plate which has been prepared by the
artist to play the part of a photographic negative, transparencies being
left where lines are needed in the print. The essential character
of the process puts it quite out of the range of our subject.’

The aim of soft-ground etching (which is said to have been
first used, if not invented, by Dietrich Meyer) is the imitation of
the texture of a pencil or chalk drawing. Ordinary ground is
mixed with about an equal proportion of tallow, and laid on the
plate. Thin paper is stretched evenly over the surface of the
ground, and the design firmly drawn upon this with a lead-pencil,
The paper being removed, the ground is found to adhere where
the lines have been drawn in a manner corresponding to the grain
of the paper and to the quality of the pencil. The biting is effected
by the same method as in ordinary etching.

J. H. Tischbein, the younger, invented another method similar
in its results to soft-ground. Powdered crystalline tartaric acid
was dusted over the grounded plate before the ground, to which it
was to adhere, was hardened. The lines were drawn with a blunt
point, which forced the particles through the ground on to the
plate.  The acid being applied these particles would be dissolved,
and so leave way for the biting of an irregular grain. The process
has apparently been little used.

Generally regarded as a part of etching, but essentially more
allied to line engraving, is the method called Jry-point. A taper-
ing point, of much greater strength than the etching-needle (often a
round piece of steel sharpened at either end, as in 17), is drawn

1 See General Bibliography, II. 1866.

2 More particularly Daubigny, Millet, Rousscau, and Corot, about 1855-60.

3 For a discussion of the process see G. Hédiard, Gaszette des Beaux-Arts,
Nov. 1903.
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firmly across the copper, scratching its line, and causing a burr
(as in 62 or 65 according to the inclination of the point), which is
much more distinct than that raised by a properly sharpened graver.
If, as is generally the case, the burr is left untouched, each line
will print with a half-luminous ridge of tone at one or both sides,
giving a richness of effect quite foreign to the pure etched line.
Very few printings suffice to wear away the burr, which seldom
lasts out more than fifteen to twenty-five good impressions. Some-
times, though this is seldom done, the burr is scraped away. There
is still something in the delicate sensitiveness of the dry-pointed
line which is quite characteristic apart from the tone given by the
burr.

The three processes of line-engraving, etching, and dry-point Mixed
are frequently intermingled on one plate. Dry-point is constantly methods.
used in combination with etching, to complete a lightly bitten plate,
or add tone to an etched design. Then both etching and dry-point
serve as aids to the line-engraver, and the etcher! likewise has occa-
sional recourse to the graver. It is still possible strictly to define
an etching from a line-engraving according as the one method
subserves or dominates the other.? The earliest line-engravers used
the one method alone, but in the eighteenth century it was the
convention of the line-engraver to start his plate by a light etching
of the general features of the design.® He then finished with the
graver, often alternating engraved lines with the lighter ones first
etched. Dry-point* has also been used by other line-engravers in
place of the preliminary etching.

By {tone-processes we mean those methods whose aim is the Tone-
attainment of surfaces of tone comparable to a wash of colour. processes.
Sometimes the engraver may wish to display the analysed elements
of his work, but more generally he aims at an accomplishment
which almost hides his method from the casual observer.

We will first describe the crayon (or chalk) manner, taking, as it The crayon
does, a place midway between the line and tone processes. Its manner.
aim is the imitation of the surface texture of the strokes of a chalk
drawing. The plate is covered with the etching ground, and this is
perforated with various kinds of needles (with one or more points)
with the roulette, and other tools of the same genus, and with the
mace-head (matfoir), an instrument with a butt-end provided with
irregular points (13).*> The roulette genus includes tools of various
forms with a common feature in a revolving circular head. In its
simplest form it presents a single serrated edge (10); or the cutting
surface of the wheel may be broader, and dotted or lined in a

1 See, e.g. Dorigny, Callot, Bosse, J. and E. van de Velde, etc., Chap. VI
pp. 160, 163, 168.

2 See Chap. VII. pp. 197, 213, 221-2.

3 See Strange, Sharp, Woollett, etc., Chap. VIL pp. 204-6 ; Hogarth, p. 234.

4 £.g. Morghen, seec Chap. VIL. p. 209.

3 See plates 14 and 15 in ‘* 1758 " ed. of Bosse's Gravure.
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variety of manners (the form, with an irregular grain, being some-
times called the ckalk-ro// (11), because of its common use in this
process) ; while in a third type, called the matting-wheel (12), the
head revolves at right angles to the handle.

After etching, the work is often strengthened with the graver,
the dry-point, or with the same tools that were used in the etching
(roulette, etc.), directly on to the plate. The oval-point is often
used for the broader lines. The process is sometimes applied in
combination with soft-ground etching, whose aim is analogous.

What is termed the paste/ manner is essentially the same
process as crayon, only a succession of plates! is used to print
the various colours in imitation of pastel.

The stipple method is closely allied to the crayon manner, but
its imitation of broad surfaces of tone denotes a tone process
without qualification. The essential element of stippling is the
rendering of tone by a conglomeration of dots and short strokes
(or flicks). As in the crayon method, both etching and engraving
are brought into play, but a new element in stipple is the use of a
graver curved as in 7.

The conventional method is to lightly etch the outline and
chief contours, piercing the ground in small holes with the etching-
needle (sometimes with two bound together), or with the simple
roulette (10). Then the main part of the work is achieved by
dotting or flicking with the point of the curved stipple graver, or
the dry-point. The simple roulette may also be used directly
on the plate, without intervention of the etching ground, as may.
also the other instruments of the roulette genus which have been
already described. Line, is of course, frequently mixed with the
dotted work.

With less claim to a separate entity as a branch of engraving
than the two preceding, but used in conjunction with others, is the
method of dotting, directly on the plate, by means of the /and-
punch, or the punch and hammer. It was a traditional method of

" the goldsmith long before the birth of engraving in our sense, and

a considerable number of impressions exist taken at later periods
from early goldsmiths’ plates engraved in the dotted manner,
originally intended only for ornament and not for printing.> The
dotting-punck with the single point (8a), or with a second point
merely used as a gauge, is usually set in a handle and worked by
the hand alone (it is the traditional tool of the map and chart
engraver). Sometimes the head is flattened, and lined and hatched
in the manner of a file (matting-punch, 9); this form, and other
shapes with two or more heads, are always used with the hammer.

1 For further discussion cf. Chap. IX. pp. 288, 299, 307.

2 The opus interrasile and opus punctile used by mediceval goldsmiths are described
by Theophilus, Diz. Art. Schedula, Bk. 111. capp. 72, 73 (ed. Hendrie). Cf. Chap.
IX. p. 290,
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The ring-punck (86), with a hollow circular head, is a common
goldsmith’s tool, and was often used by the niellists. The punch-
method is seldom used alone by the engraver, but is not infre-
quently found in conjunction with “crayon” or “stipple.”

By mezzotint results are obtained in exactly the reverse direction Mezzotint.
to that of all the other processes of engraving. The artist, having
prepared a plate which would print quite dark, proceeds in a
negative manner to work out his lighter portions.

The instrument most generally used to prepare the plate is The rocker.
called the rocker (20). Its main element is a curved serrated edge
with thread smaller or larger (some 50-100 teeth to the inch),
according to the quality of texture required. The rocker is held
with its blade at right angles to the plate, and the curved edge
rocked regularly over the whole surface at many angles, causing a
uniformly indented surface with a burr to each indentation. A
proof taken from this would print black, much of the rich quality
of the tone coming from the burr. Then with the scraper (23, with
two cutting edges, a different shape from the ordinary scraper) the
engraver removes those portions of the burr where the lights are to
appear, working from dark to lightt The more of the surface of
the grain that is scraped away, the less will the ink be retained
by what remains, and if the scraping and burnishing be con-
tinued quite to the bottom of the indentations, a smooth surface
will be left, which will hold no ink, and print white. During the
last century mezzotint engravers have lessened the arduous labour
of preparing the ground by attaching the rocker to a long pole- The pole.
handle, which can oscillate freely from a moving pivot in any
direction. Indications are not wanting, however, to show that
some such contrivance of pole and pivot had been known from the
very beginning of the art.!

An earlier method of preparing the plate seems to have been
by means of the roulette, and other tools of the same genus, especi-
ally the large barrel form with rim, lined and hatched, called the
engine (21). The method of the earliest mezzotinters differed very
essentially in the fact that it was largely a positive process. They
roughened the plate where they required their darks, left the parts
which were to appear white untouched by the roulette or ‘engine,”
and so scarcely needed to use the scraper at all.

Engraving,® etching,® and dry-point* are sometimes used in Mixed
combination with mezzotint, and stipple ® and aquatint? are also mezzotint.
occasionally added to vary the grain. Such combinations with

1 See Chap. IX. on Prince Rupert, p. 263.

3 E.g. Prince Rupert.

3 E.g. Jan Thomas, George White, R. Earlom, J. M. W. Turner, S. W.
Reynolds.

4 E.g. Fiirstenberg, John Dixon, etc.

5 £.g. S. Cousins, W. Walker.

6 £.g. Charles Turner.
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other processes, and with other aids, like that of machine ruling,!
constitute a mixed mezzotint.

Tone effects, similar to those obtained by mezzotint, but of even
more regular though less rich texture, are achieved by the aguatint
process. Its essential principle is etching through a porous ground
formed of sand or of some powdered resinous substance.

There are various methods of laying the ground. The earliest
and perhaps the most usually employed is this. Some powdered
asphaltum, or resin, is put in a box ; this is blown into a cloud with
the bellows (or with a fly-wheel worked from without), the plate
placed on the floor of the box, and the door shut. The dust settles
evenly over the surface, and is fixed to the plate for the biting by
the application of heat. Another “dust” method is to shake the
powder over the plate from a muslin bag. A very different process
is to dissolve the resin in spirits of wine. If this solution is spread
over the plate the spirit will evaporate, leaving the dry grain on the
plate.

Another method of obtaining a perforated ground was invented
and described by Stapart (Paris, 1773), but it has been little used.?
He sifted sea salt on to a thin coating of ordinary etching ground,
which was kept fluid by heat. The grains of salt sink on to the
surface of the plate, and, when the ground is hardened, these
may be dissolved by application of water, leaving a porous ground
ready for the etching.

If any part of the plate is to be completely white this must be
protected with the stopping-out varnish. The plate is then put in
the acid and left to bite just as deeply as is required for the lightest
portions. It is then removed; the parts which are now bitten to
the required depth, are covered with varnish, and the plate is returned
to the bath. The process is repeated as often as needed, the por-
tions that are to print darkest naturally having most bitings.

Similar effects to ordinary aquatint can be obtained by various
other methods, such as that of passing the grounded plate through
the press in conjunction with sand-paper.3 This causes a slight burr
on the plate, but the main effect is attained by biting through the
etching ground which has been pierced in the process. In work
with these methods the scraper may have to be brought into play.

The grain on the plate may also be corroded by means ot
sulphur. The plate is spread with oil, and powdered sulphur is
dusted on to this. The particles will slowly eat away a very delicate
grain. Then a delicate grain may be achieved by merely leaving
the acid on the surface, or on parts of the surface of the plate, where
required, either by means of feathering or by immersion. Examples
of this may be noted quite early in our history, e.g. in two plates

1Cf. p. 13
2 1 have not identified any print by Stapart.
3 Eg. Legros, La Mort du Vagabond.
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of Daniel Hopfer (B. 16 and 9o), and recent etchers have not
infrequently applied the same practice.

Since the end of the eighteenth century machine ruling has been Mechanical
very largely used in one form or another by commercial engravers, methods.
Many of the line engravers?! of the latter part of the eighteenth and
beginning of the last century used it largely for their skies, and for
other regular surfaces in the shading. By complicated ruling
machines the grains of mezzotint,®2 of aquatint, and of the various
tone processes can be closely imitated.

A common practice, or fad, which dates from the end of the Glass coloured
seventeenth century may just be mentioned. I mean that of laying Prints.
specially treated paper impressions (of either mezzotint, stipple, or
what not) on glass, rubbing away the paper behind, leaving just the
slightest film with the print, and then colouring at the back by hand.

Seen in frames and in a bad light, glass coloured prints of this
description often belie their real nature and pass as paintings.?

Edward Orme * had a special method of using varnishes which
rendered the paper transparent wherever applied, avoiding the
delicate process of rubbing away the paper. Charles Turner pro-
duced many prints to be treated in this manner.

Some recent engravers have used a process by which a print Monotypes.
taken from a metal plate has something of the appearance of a
mezzotint or aquatint, though the plate has not in reality been
engraved at all. The method involves painting the subject in oils
on the surface of the plate, either directly or by the reverse process
of first covering completely, and then rubbing out the light by
finger or brushes, etc. An impression is pulled from this either by
hand pressure or in the printing press, and as only one impression
can be taken they have been called monotypes.> The process chiefly
belongs to the last twenty years, but its essential element, that of
painting transferred in the press, had been occasionally used by
earlier engravers, e¢g. by Castiglione and William Blake. Sir
Hubert von Herkomer® has developed the same idea further,
making a metallic mould or electrotype from a plate similarly
painted and dusted with powder to add a certain granulation to
the surface. Impressions can be taken from this electrotype just as
from an ordinary engraving. It is a method of reproducing what is
really a painting without the aid of photography, as in photogravure
and the other mechanical processes.

As the artist-engraver is quite often his own printer, we will Printing.

1 See Chap. VIL p. 2rr1.

2 Sce Unterberger, p. 273.

3 For an early description of the process see ]. Barrow, Dictionarium Poly-
graphicum, 1735 (under ** Mezzotint '),

4 See his Essay on Transparent Prints, 1807.

5 For further information see S. R. Koehler, Chronik iv. (1891), E. Ertz,
Studiv, Aug. 1902 ; A. H. Fullwood, Studio, July 1904.

8 See his Ltching and Messotint Engraving, 1892.
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briefly state the elements of a process which can be finessed into a
real art, and one on which the successful realisation of the engraver’s
idea depends in a large degree.

Some printer’s ink is first laid on the plate and pressed into the
lines by means of a dabber, similar in principle to that used for
laying the etching ground. The superfluous ink is then rubbed
from the surface of the plate by printing muslin, and the rubbing
generally finished with the palm of the hand. The plate is either
rubbed quite clean, or more or less ink may be left on the surface,
just where the engraver wishes to add a tint. A certain softness of
effect is gained by what is called refroussage. Some fine muslin is
passed lightly over the plate, just touching the surface. In this
motion the stuff catches a portion of the ink, and, drawing it slightly
upwards, leaves a certain quantity on the edges of the lines, which
consequently lose the harshness of definition in the printing. By
the same means ink may be drawn out of the lines, and spread as
an even tint over the whole plate.

A sliding board which passes between two rollers is the essential
feature of the copper-plate press. The paper is placed damp against
the plate, and pulled through the press underneath layers of special
blankets. In the case of wood-cuts and all relief-blocks the ink is
merely taken from the surface, and the ordinary printing press with
its perpendicular motion is sufficient for the comparatively small
pressure required. In copper-plate printing, on the other hand, the
pressure must be strong enough to force the paper into the hollows,
and so pull out the ink.

From the presence of hole marks in impressions of not a few early
prints—more especially Italian—it seems that at the earliest period
of engraving, before the full development of the copper-plate press,
the plate may have been sometimes pinned to a block, just as we
know was done in the case of metal cuts.! In other cases, when
early impressions are known without the holes, we may assume that
these were made at some period to fix the plate to some article of
furniture or decoration to serve as ornament.

It must be remembered that it is the common practice of the
goldsmith to obtain test impressions by hand. These would be
best taken by rubbing with the burnisher, or with some similarly.
shaped instrument,? a layer of smooth paper being generally sufficient
cover to protect the damp paper on the plate. The thin and
unequal quality of certain of the earliest prints may perhaps be
sometimes explained by the assumption of printing by hand
pressure.

The plate has to be refilled with ink between each impression.
Sometimes the last vestiges of ink are pulled out by taking another

1 Cf. Chap. L. p. 37.

2 The term ‘*hand-roller” sometimes occurs in books on engraving, but this
would scarcely give the pressure required in intaglio printing.
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impression, of course perfectly valueless in itself, which goes by the
name of maculature.

Occasionally a proof is taken, not from the plate itself, but from an Counterproof.
impression on paper while the ink is still damp.  Such counterproofs,
which of necessity look weak and thin, and have no artistic value,
are taken with the idea of having a print where the work appears in
the same direction as on the plate itself, either for the sake of mere
comparison with the latter, or as an aid to the engraver in making
corrections or additions on the copper.

For the various methods of printing in colour we would reserve
our remarks to a special section in Chapter IX.

It goes without saying that the work on the plate is gradually Number of
worn down through the printing. The number of good impressions impressions.
which can be taken is a very uncertain quantity, varying in accord-
ance with the quality of the engraving. Both dry-point and mezzo-
tint, depending as they do for their quality on the delicate burr,
yield few brilliant impressions, often not more than some fifteen to
twenty-five. We have noticed the fact that steel-facing is frequently
used to-day to harden the surface. But even with this protection,
in the case of delicate work like mezzotint, good impressions would
still be limited to a hundred or so. From a line-plate, however,
under the same condition, two or three thousand might be taken
without great apparent deterioration. Without steel-facing, copper-
plates of line-engravings and pure etchings might be made to yield
one, two, or even three thousand impressions, but the deterioration
is constant, and the last prints would be mere ghosts of the original
composition.

The amateur should bear in mind that an impression on which Plate.line.
the plate-line (i.e. the limit of the impress caused by the printing)
has been cut away (what is called “clipped ”’) does not possess the
value which attaches to a perfect print. One must remember,
however, before branding a print as a c/ipped impression, that paper
of a certain quality never retains the marks of the impress. The
presence of the plate-line is also a sure test to distinguish an
engraving from a woodcut or a lithograph, a matter which in
occasional instances is not without difficulty.

The word sfate is applied to the separate stages through which States.
a print passes when new work is added on the plate itself. The
immense differences which can be made by printing with more or
less ink on the surface never constitute a state, merely a variant
impression. Besides definite changes in the work on the plate, the
addition of the engraver’s or designer’s signature, address of pub-
lisher, and of the title (either scratched, or in clear engraved
lettering), are all regarded as elements constituting states. The
practice of remargue proofs, constituted by the presence of the
‘““remarque” (as the subsidiary sketch in the margin is termed),
largely emanates from the printseller of reproductive engravings and
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etchings of the last century, and is as inartistic in idea as it is com-
mercial in spirit. A late impression need not be even a second state
if no change has been made on the copper itself, while a compara-
tively early impression might quite well be a late state (say fifth or
sixth) if the engraver has taken only one or two proofs from the
plate in its earlier states, to guide him towards the development of
his idea. Thus later states may be just as good from an zsthetic
standpoint as early proofs, which from their very rarity command
much higher prices.

The work of the engraver is generally indicated by one of the
Latin words sculp(sit), caelavit or incidit; and of the etcher by
flec(it)] [agua forti]. The student must be wary, however, in his
inferences, as there are examples, more particularly in the sixteenth
and seventeenth centuries, where the line-engraver uses feciz and the
etcher sculpsit. ‘The confusing mixture of processes in the line
work of artists such as Callot, Bosse, J. van de Velde, etc., may
account in some instances for the looseness of application. Pinx(it)
and delin(eavit) are the usual predicatives of the painter and
draughtsman respectively, snzen(it) and composuit being also used in
reference to the author of the design. Figuravit generally refers to
a drawing having been made as the immediate basis for the print
(often by the engraver himself), after the original composition of
another artist. If the publisher’s or printseller’s name is given, it is
generally followed by exc(xdit),! divulgarit, or formis, the printer’s by
imp., though this seldom occurs except in manuscript.

In estimating the age of an impression, some knowledge of the
various qualities of paper is of service, but it must be combined
with the qualifying recognition that old hand-made paper (possibly
as much as two or three centuries old) has always been much
sought after and used for its quality by many modern engravers and
etchers. The earliest engravers most commonly used ordinary
linen-rag paper with a regular grain, not too opaque in quality.

Towards the beginning of the seventcenth century Indian and
Japanese papers were beginning to be imported into Europe. The
former, usually thin in texture, is of a white though dull surface,
and prints much more cleanly than the latter. The Japanese paper
is far more absorbent, and needs in consequence to be printed from
a plate not too fully charged with ink. With its rich yellow tone
and silky surface, it is an excellent paper where a delicate surface
tint without sharp definition of line is required. Rembrandt used
it largely, as have most etchers since his day. The paper used in
the first half of the nineteenth century is generally the worst of all:
it frequently displays its bad quality by turning colour in spots.
This spotty discoloration of the paper—* foxing,” as it is called—

1 For a contemporary explanation of the term in the school of Wierix, see a letter

of B. Moretus quoted by Max Rooses in his Christophe Plantin, 2nd ed., Antwerp,
1896, p. 279. Literally, both exc. and formis would imply the printer.

«
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is as varied in its character as in its causes. It may be of animal
or of vegetable growth, or even of mineral origin, arising from the
composition of the paper, the nature of the ink, the dampness and
impurities of the surrounding atmosphere, and a host of other
causes. While the commoner forms may be removed by the
simplest remedies, great care, as well as considerable scientific
knowledge, is required by the restorer who is effectively to check
each kind of growth. A thick card-like paper was also first used at
the beginning of the nineteenth century, often a good sign of a more
modern impression from an eighteenth century mezzotint. Vellum,
whose manufacture goes back many centuries before that of paper,
has been occasionally used at all periods. For large prints its rich
quality is extremely powerful and effective. The manner in which
it shrinks sometimes renders the identity of a vellum impression a
puzzling matter. Even the great iconographer Bartsch did not
avoid the pitfall, giving a separate description in his catalogue of
Rembrandt to a shrunk vellum impression of a plate described in
another number.!

Paper-marks, indicating a standard quality, or less often a Water-marks.
particular factory, may be of occasional service in locating the origin
and limiting the date of early prints, but the manner in which
paper must have been transferred from one country to another,
and the uncertainty of interval between manufacture and use,
necessitate many reservations and qualifications in accepting this
type of evidence.

It may be added that impressions are sometimes taken on other Impressions
materials besides paper and vellum, eg. on satin or silk. In the °P f-?“‘ and
eighteenth century this is by no means uncommon,®> but it is stufl
difficult to set any limits to the period of the practice of printing
on textiles, which, in the case of wood-blocks, was undoubtedly in
use in Europe as early as the twelfth century.3

1 B. 301, being described from a contracted impression (Amsterdam) of B. 300
(part of B. 366).

2 One might instance Worlidge's Gems, 1768, of which some copies of the
carliest edition were printed on satin.  Of earlier work a satin impression of Diirer's
Frederick the 1Wise (B. 104) in the British Museum may be noted. It is not likely,
however, that it was printed before the seventeenth century.

3 Cf. Chap. L. p. 19, note 1.

(2]
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KEY TO THE PLATE ILLUSTRATING THE TOOLS

=)
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13.
14.
15.
16.
17.
18.
19.
20.
21.
22
23.
24.
25.
26.
27.
28
29.
30.

B

USED IN THE VARIOUS METHODS OF ENGRAV-
ING AND ETCHING

. The graver or burin, set in the handle of most usual shape. a and é, sections

of the same; a, square; &, lozenge; and ¢ and d, sections of the same
sharpened with a flat (), or round (4) lower edge, to act as a scorper (or
scooper).

. Showing another shape of graver handle. The blade is here sharpened in a

triangular section (the two cutting edges forming a smaller angle than in
the Jozenge), in the form called the tint tool. On the basis of this shape
are sharpened scorpers (or scoopers) as in 4 and ¢, the threading tool {Z).

. Sections of the plate, showing the line as cut by the graver : a, with the burr;

& and ¢, the line as cut by square (), or lozenge graver (¢), with the burr
scraped away ; & and e, the line as cut by a scorper (flat and round).

. Section of a scraped mezzotinted plate.
. Sections of the plate, showing the etched line : «, bitten with nitric acid ; 4,

Dbitten in the Dutch bath (hydrochloric acid).

. Sections of the plate as cut by the dry-point, with the burr on one, or hoth

sides, according as the point is held.

. Stipple graver.
. a, Dotting-punch ; 4, ring-punch.

Matting-punch.
11, 12. Various forms of roulettes—
10. The simple roulette.
11. The chalk-roll.
12. The matting-wheel.
The mace-head (mattoir).
Etching needle.
The oval point (dkoppe), and its sections, ¢ and 4.

The square and lozenge graver shapes (occasionally used in etching).
The dry-point.

The scraper, and scction (a).
The burnisher, and section (a).
The mezzotint rocker. 20a. Another view of the same.

The engine (a large type of roulette used by the early mezzotinters).
Mezzotint burnisher.

Mezzotint scraper, and section (a).

. The gouge (or scooper).

a, Ordinary flat punch ; 4, cocking punch.
Engraver’s hammer.

Callipers, two types (¢ and 4).

Oil rubber.

The roller (for laying the ground in etching).
The dabber (also for laying the ground).



CHAPTER 1

THE EARLIEST ENGRAVERS

('l'llE FIFTEENTH CENTURY)

ENGRAVING, in its broadest signification, is no discovery of the Origin and

modern world.  Goldsmith and metal-chaser have flourished amongst Antiquity of
almost every cultured people of antiquity of whom we have any cngraving:

knowledge, and the engraved line is one of the simplest and most

universal modes of ornamentation in their craft. But there is no

evidence that the art was used as a basis for taking impressions on

paper before the fifteenth century of the present era, and our study

has little to do with engraving apart from its application to this end.

Printing from relief-blocks had already been practised for several

centuries for impressing patterns on textiles,! but no paper impres-
sions of wood-cuts are preserved which can be dated before the
latter part of the fourteenth century. In fact paper itself can hardly
have been procurable in sufficient quantity much before about 1400.
It is by no means astonishing that the idea of printing from a plate
engraved in intaglio should have been devised later than the sister
process, where the transference of the ink from the surface of the
block would entail comparatively little pressure.

The two processes of printing are so entirely different that one The compara-
can hardly say that the line engraver owed more to the wood-cutter ;‘;igg;“;ﬁ‘:
than the mere suggestion of the possibility of duplicating his designs 4nq intaglio
through the medium of the press. The popularity of religious cuts engraving.
and pictures of saints, produced in the convents, and sold at the
various shrines to the pilgrims in which the age abounded, must
have opened the eyes of the goldsmith to the chance of profit, which
hitherto had been largely in the bands of the monks and scribes
turned wood-cutters. Another incentive to the reproductive arts, of

1 The known examples of such impressions on stuff ( Zeugdrucke) seem all to belong
to the period between the twelfth and fifteenth centuries.  The method of printing is
described by Cennino Cennini in his Zrattato delia Pittura (probably written before
1437), ch. 173 (Ed. Milanesi, Florence, 1859 ; tr. Mrs. Merrificld, London, 1844 ;
A. Ilg, Vienna, 1871). For the development of early wood-cut printing, which the
student of the origins of intaglio engraving cannot afford to forget, I would merely
refer to two most valuable essays—(i.) F. Lippmann, Ueber dic infinge der Form-
schneidekunst und des Bilddruckes, Repertorium, i. 215; (ii.) C. Dodgson, /ntro-
duction to Catalogue of Early German and Flemish Wood-cuts in the British Museum,
vol. i. (1903).

19
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which the wood-cutter must have early taken advantage,! was the
introduction of playing cards in Europe.

From their very beginnings the two arts were widely separated,
that of line engraving having all the advantage in respect of artistic
entourage. The cutter of pattern-blocks (ZFormenschneider) would
be ranked in a class with the wood-carvers and joiners; the monk,
duplicating his missionary pamphlets in the most popular form,
might have been a brilliant scribe, but not often beyond a mere
amateur in art; and, finally, the professional cutter, who was called
into being by the increased demand towards the second half of the
fifteenth century, was seldom more than a designer’s shadow or a
publisher’s drudge. The goldsmith, on the other hand, generally
started with a more thorough artistic training, and from the very
nature of his material was more able than the cutter to preserve his
independence in face of the publishers, who could not so easily
apply his work to book illustration in conjunction with type.® More-
over, the individual value of the process would appeal to the painter
and to the more cultured exponent of art more directly than the
other medium, which often does no more than merely duplicate the
quality of the original design. So quite early in the history of our
art we meet the painter-engraver, i.e., as Bartsch understood the title
of his monumental work, the painter who himself engraves his
original designs, in contradistinction to the reproductive engraver
who merely translates the designs of others. ‘“ Artist-engraver” has
been recently suggested as an English rendering of peintre-graveur,
but the term is hardly more happy than painter-engraver, for what
reproductive engraver will not also claim to come bencath its cloak ?
As a term at once most comprehensive and exclusive, we would
prefer to usc original engraver (or etcher), for we have to deal with
an artist like Meryon, who from natural deficiency (colour blindness)
could not be a painter at all.

The carliest date known on any intaglio engraving is 1446, and
occurs on the FHlagellation of a Passion series in the Berlin Print
Room (for another of the series sec Fig. 2). There is direct evi-
dence that others preceded this at least by a few years, and the
priority of one master may reasonably be extended to a decade,
or even more. Copies in illuminated manuscripts point to the
existence of prints by the engraver, called from his most extensive
work the MASTER OF THE D’LAYING CARDs, as early as 1446.3
This engraver forms the chief centre of influence on the technical
character of the first decade of engraving in the North. From
stylistic connexion with Stephan lLochner, he has been generally
localised near Cologne, but recent recognition of Hans Multscher

! In 1441 the Signoria of Venice forbade the importation of foreign printed pictures
and cards (carte ¢ _figure stampide), which points to wood-cut cards being in exist-
ence at this period, though no extant pack can be dated with any certainty before
1360 (f.¢. later than the earliest known cards in line-engraving).

2 Cf. Chap. IV. p. 119, and note 1. 3 Sce Lehrs, Jakrbuch, ix. 239. xi. 53.
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and Conrad Witz inclines Lehrs to place him in the neighbourhood
of Basle, citing the South German origin of Lochner as an apology
for the older position. His manner of shading, which suggests the
painter rather than the goldsmith, is of a simple order, consisting
of parallel lines laid generally in a vertical direction, and seldom
elaborated with cross-hatching. His playing cards (most of which

Fi1G. 2.—The Master of the Year 1446. Christ crowned with Thorns.

are in Paris or Dresden) present an example of the branch of
activity which, alongside with the making of small devotional prints,
formed one of the chief uses to which early wood-cutting and
engraving were applied (see Fig. 3). As a draughtsman he possesses
an incisive and individual manner, and, in his representations of
animals, he is no unworthy contemporary of Pisanello. The flat and
decorative convention of his drawing of bird and beast shows a
certain kinship with the genius of Japanese art.

Among the craftsmen who show the clearest evidence of his
influence is the MASTER OF THE YEAR 1446, which gives consider-
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able weight to the assumption that the Master of the Playing Cards

F1G. 3.—The Master of the Playing Cards. Cyclamen Queen.

was working some years before this date. With less artistic power
and a more timid execution, the same scheme of parallel shading is
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followed, though varied with a more liberal admixture of short
strokes and flicks.

Another engraver, who emanates from the same school—of small The Master of
original power, but of some interest as a copyist on account of com- the Year 1464.
positions preserved us by his plagiarisms—is the MASTER OF THE
YEAR 1464 (so calied from the date which appears on the first letter
of a grotesque alphabet which he copied from a wood-cut series now
in Basle). From the recurrence of ribbon scrolls with inscriptions
on his prints, he also goes by the name of the MASTER OF THE
BANDEROLES. In certain instances, e.g. the A/phabet, and a Fight for
the Hose (Munich), the latter from a print of the Finiguerra School
(Berlin),! the sources of his plagiarisms have been identified. Others,
like the Judgment of Paris (Munich), possess greater value as
probable copies from lost Italian originals. As an artist he is of
little account. Clumsy draughtsmanship is combined with slender
powers of modelling, often still further enfeebled by the weak print-
ing commoner in lItalian than in German work of this period. It
is not unlikely that he may have worked at some period of his life
in Italy itself.

A follower of the Master of the Playing Cards, who has been The Master of
more generally located in Upper Germany, is the MASTER OF THE the Year 1462.
YEAR 1462, the date which is written on the impression of his Holy
Trinity in the Royal Library at Munich. In his simple system of
parallel lines of shading he comes very close to his model.

Most of the earliest German engravers are now thought to belong THE NETHER-
to the Upper Rhine. Quite contemporary with these is another group L;:';i::f
which bears undoubted signs of Flemish or Burgundian origin. carliest group.

The MASTER oF THE 1DEATH oF MARY (so named from P. I1. 227, The Master of
117, and of great interest for a large Baft/e piece) is perhaps only one the Death of
among other slightly older contemporaries of the engraver called from ¥
his most important plates the MASTER OF THE GARDENS OF LOVE.

In this engraver, some of whose prints must have been in The Master of
existence in 1448, by reason of copies in a manuscript of that year, the .Ga’d"“s of
the Netherlands exhibit an earlier development of a certain grade of '
technical excellence than Germany, a fact which possibly points to
the earlier introduction of the art in the former region. Besides
the two Gardens of Love (Berlin and Brussels), which are of such
importance for the view they give of the Burgundian gallant society
of the middle of the century, considerable interest attaches to a
St. Eligius, the patron saint of goldsmiths (P. I1. 253, 2, Amsterdam).

It is one of the earliest pictures of a workshop of the craft from
which the art of engraving was emanating (Fig. 4).
Of about the same period, and either belonging to the Nether- The Master of

lands or to the neighbouring region of Burgundy and France, is the t(?:lxx?;m of
1 See Lippmann, Jakrbuch, vii. 73. Dr. Warburg, on the other hand, holds that

the original source from which both were taken was Northern (see Sitsungsberichte

der Kunstgeschichtlichen Gesellschaft, Berlin, Feb. 1905).
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engraver known by a print in Dresden (P. 1I. 32, 54) as the MASTER
or THE MOUNT OF CALVARY. His St. George and the Dragon (British
Museum), with its strong outline and with its figures put sharply in
relief, is almost certainly the work of a goldsmith. Still keeping to
the simple scheme of parallel shading, he exhibits a sense of style
in the dignity of his design uncommon among the engravers of the
time. His Knight in Armour (Willshire, vol. ii. p. 483, G. 131%), of
which the British Museum possesses a unique impression (Fig. 5),1
is noteworthy for the curious type of armour and accoutrement,
which seems to be nearer that in use in the region of Burgundy
or the Jura than anything in Germany or the Netherlands.?

The Master, known by his initials, E. S. (or sometimes by the
dates 1466 and 1467 which appear on certain of his plates), un-

Fi1G. 4.—The Master of the Gardens of Love. St. Eligius, Patron of Goldsmiths.

questionably owes much to the Master of the Playing Cards in the
formation of his style3 It is a fact easily forgotten, considering the
distance which separates the bulk of his work from the earlier
efforts which were once regarded as the product of a different
engraver, christened from the most important plate in this manner
the ¢ Master of the Sibyl.” The plate of Augustus and the Sibyl
(P. II. 68, 1) has all the timidity of youth, and is executed with less
cross-hatching and a more liberal use of short flicks than most of
the signed work of E. S.; yet it already possesses the salient

! 1n a volume of costume prints in the King's Library, 140. i. 10 (fol. 80).

2 Cf. H. Bouchot, Un ancétre de la gravure sur bois, Paris, 1902, p. 96.

3 Cf. e.g. the Virgin with the Snake (Padua, Bibl. del Seminario), the master-
piece of the engraver of the Playing Cards, with E. S.'s small Virgin on a Crescent
(P. 1L 55. 142).
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characteristics of form which mark the latter, the most prominent
feature being the heavy nose. The master may have only begun to
date his prints in quite the last years of his life, and this early work
may reasonably be placed as far back as 1450.
The Master E. S. seems to have been a native of Strassburg, or
some neighbouring town,
and nothing is more likely
than that he served his
apprenticeship at Basle, or
at whatever place on the
Upper Rhine the Master
of the Playing Cards had
his school. The influence
of Van Eyck has often been
emphasised, but increasing
knowledge of the indigen-
ous schools of early Ger-
man painting tends to dim-
inish the probability of any
definite point of contact
with Flanders, E.S. does
not rank high as an artist,
but on the technical side
he was one of the greatest
influences in the progress
of the art of engraving.
Starting no doubt as a
goldsmith, he gradually
freed himself from the
limitations of the craft, and
developed a solid system
‘of engraving, with a regular
scheme of cross-hatching,
which laid the foundation
for the perfection of the
art in Albrecht Diirer.
As one would expect from .
a goldsmith, the secondary
parts of composition, the pyg, 5.—The Master of the Mount of Calvary.
ornaments, and conven- Knight in Armour.
tional plants, etc., are de-
signed with exceeding care. And it one regards separate faces and
figures alone, he shows considerable power of expression, but in the
larger problems of composition he is seldom quite successful. His
most ambitious attempt in a composition of many figures is his large
Madonna of Einsiedeln, dated 1466 (B. 35). In that year the Feast
of the Consecration of the Swiss cloister by angels was celebrated
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with considerable pomp, and the print was no doubt sold as a
memorial to the pilgrims who attended the commemoration.  Apart

F1G. 6.—The Master E. 8. Virgin and Child with St. Margaret and
St. Catherine in a Garden.

from its subject the plate itself has a historical interest. It passed
into Italy, and with the original lines erased and the surface
burnished, but still showing some traces of the old composition,
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served an anonymous Umbrian engraver before the end of the
century for a figure of the famous warrior Guerino Mesckino.  This
would hardly have been done unless the plate in its original state
had been quite worn out, so we may assume that the number of
impressions taken from the plate must have been considerable.

Although E. S. is a constant interpreter of the forms of Gothic
architecture, he nevertheless seldom fails to commit the most
evident errors in perspective. An egregious example is the Awnun-
daation with the Round Arck (P. I1. 69, 3), which Israhel van
Meckenem easily corrects in his copy, just as the author of the
wood-cuts in the Blockbook of the ¢ Ars Moriendi” corrected other
similar errors in the originals of E. S. from which he borrowed.

E. S. is a perfect representative of the Gothic elements in the art
of design which pervaded nearly all German work of the fifteenth
century, elements that were gradually transfigured by the more
universal art of Diirer, and finally ejected before the middle of the
next century by the overwhelming stream of the Renaissance from
Italy. Apart from the predominance of Gothic forms of architecture
in the prints of this early German school, there is a responsive note
in all the other elements of its drawing. It is, as it were, a trans-
ference of the spirit that inspires the lofty pointed arch and sinuous
tracery, which is the basis of the long forms, the thin fingers, and
the angular folds, that so generally characterise the work of this
school. A noteworthy characteristic of the old Gothic architects
and sculptors was their affection for the grotesque. It is one of
those elements of design in which the German engraver of the
fifteenth century remains supreme. The Grotesque Alphabet of the
Master E. S. (B. 98, etc.) with its incisive humour is an excellent
example of this quality.

The technical advance from the simple scheme of the Master of Martin
the Playing Cards which was chiefly promoted by E. S. and his Schongauer.
prolific work, was carried even further, and united with much higher
artistic endowments in MARTIN SCHONGAUER. He is the first of the
German engravers whom we definitely know to have been more a-
painter than a goldsmith, and this fact will largely account for the
character of the advance which he achieved in the art. Living
almost all his life in Colmar, where he was probably born about
1445, nothing is more likely than that he learnt his engraving in
the workshop of E. S., which, as has been remarked, was probably
somewhere in the neighbourhood of Strassburg.

Both the technical manner and the types used in his early work,
such as the Virgin and Child on the Crescent Moon (B. 31), betray
a close affinity to that master. There is still small capacity for
modelling in perspective ; the child is as it were silhouetted against
the Virgin’s breast with little attempt at foreshortening. Moreover,
in this early period all the essential features of the Gothic pervade
Schongauer’s style. There are the long figures, the sharp folds, the
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slender fingers with exaggerated knuckles, the lined and knotted
faces. It is the spirit which is seen to perfection in one of his best
and largest prints of this period, the Deatk of Mary (B. 33).
Another comparatively early plate, the Afarck to Calvary (B. 21), is
again one of the largest, as so often happens with the young and
ambitious artist. The strength of his genius for composition is
here fully developed, but there is still a certain provincialism of
characteristic both in types and technique which he almost
completely loses later. The St. Michael and the Dragon (B. 53) is
another plate essentially in the early style, but almost at its turning
point, so fine and skilful is its engraving. His power of fantasy,
akin to the grotesque in Gothic, is wonderfully exemplified in the
St. Anthony tempted by Devils (B. 47), which Vasari tells us the

F1G. 7.—Martin Schongauer. Goldsmith Prentices fighting.

young Michelangelo was inspired to copy. Combined with his
imaginative power, are a sense of humour and powers of observation
which place his Go/dsmith Prentices fighting (B. 91, Fig. 7), and the
Peasants going to Market (B. 88) among the best pieces of genre
produced in the fifteenth century.

Little by little Schongauer rises above the Gothic limitations
both of setting and of type. Ornament and architecture are
simplified, and everything is concentrated on the expression of the
central idea. For the nobler characters he represents, he comes to
discard the ill-favoured, one might say provincial types from which
E. S, and in fact most German engravers of the fifteenth century,
never swerved, and actualises an idea of beauty which in its nearer
approach to more absolute ideals appeals to a far more universal
appreciation. In the Christ appearing to Mary Magdalene (B. 26,
Fig. 8), and Clrist and Mary on @ Throne (B. 71) the full blossom of



MARTIN SCHONGAUER 29

his art is seen. The concentration of interest on the central theme
is noteworthy. In the former the distant landscape is mere outline,
the tree is bare, the grass is without the varied and distracting
collection of goldsmiths’ plants, while in the latter there is no
ornament to divert the attention in the simple architecture whose
graceful lines merely serve to balance a beautiful composition.

F1i. 8.—Martin Schongauer. Christ appearing to Mary Magdalene.

If our suppositions are correct, the chain of development from Chain of
the beginning of the art in Germany passed from the Master of the F'e‘é’bp“‘e“‘
Playing Cards to E. S., and from the latter to Schongauer. And the ::‘g,:'::,zn
last of these, whose talent only just fell short of the height of a
master great in the universal sense, was the link to join the former
to Diirer, who in 1491, the year of Schongauer’s death, was just
beginning his work.

Until the end of the century Schongauer’s influence remained
paramount among German engravers, and, like that of E. S., was
felt in no inconsiderable degree as far abroad as Italy.
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At least one other member of Schongauer’s family, Martin’s
brother Ludwig, was an engraver, if, as is most likely, this is the
right interpretation of the monogram L¢8. Tradition has also
identified a certain Barthel Schongauer with the engraver who uses
the signature bag, but it is probable the monogram is rightly read
BG, and not BS. He copied several of Schongauer’s plates, but his
original work is in reality more closely allied to that of the Master
of the Amsterdam Cabinet (see below).

A master whose style was closely formed on that of Schongauer
is the monogrammist B M. His engraving is somewhat crude and
his drawing irregular, but his large plate of the Judgment of Solomon
shows no lack of dramatic force.

An engraver of much greater originality, who also to some extent
shows the influence of Schongauer, is the master known by his signa-
ture LQy. There are elements in his work, e.g. the landscape and
architecture, which point to the Netherlands, and it seems attractive
to regard the z of his monogram as the Dutch ending -zoon, but on
the whole evidence inclines to locate him in Upper Germany. His
Temptation of Christ exhibits a likeness to Schongauer in the type
of face, but the composition as a whole is quite original and full of
fantasy, and the manner of engraving, if somewhat thin in line, has
no little charm.

The more delicate elements of Schongauer’s style were perhaps
most aptly continued in the master of the monogram A. G. (who on
insufficient grounds has been called Albrecht Glockenton, one of a
family of Nuremberg miniature painters). His work and that of
another anonymous master, WaH (who has been called Wolf
Hammer) possess a special interest as being found printed directly
on the page of text in certain missals and breviaries published by
Georg Reyser at Wiirzbuig and Eichstidt between 1479 and 1491.
They are among the rare examples during the fifteenth century in
the North! of a practice which was hardly used at all until a
hundred years later.

In Lower Germany, Schongauer finds his closest followers in
the engravers with the monograms B %, R and PM. The latter has
hardly a rival among these early masters in the power of modelling
the nude, which is notably good in his Crucifixion zwith the tuwo
Thieves (Frankfurt).

The only other engraver before Diirer besides E. S., who can
claim a place at all comparable to that of Schongauer, is the
anonymous artist called from the Print Room which contains the
largest collection of his works (amounting in all to some eighty
pieces) the MASTER OF THE AMSTERDAM CABINET. From a book
of drawings by the same hand preserved at Wolfegg, somewhat
vaguely called the Fausbuck, which illustrates the Planets and their
influences, and the various arts and occupations of men, he has

1 Cf. pp. 33, 47, 65. 70, 96, I19.
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also been called the MasTER oF THE HAUSBUCH, while a date which
Duchesne asserted to have been written on one of the prints (though
this is not at present known) gave him the further title of the MASTER
OF 1480. As yet none of the many suggestions as to his personality,
one of which identified him with Holbein the Elder, has been con-
vincing. It is now generally assumed, however, that he must be
looked for somewhere on the middle Rhine, perhaps near Frankfurt
or Mayence.

He is an artist with a freedom of draughtsmanship quite remark-
able at this epoch. If his manner of engraving has something of
the irregularity of an amateur, his power of expression is vigorous
and masterly. With certain brilliant characteristics, which by their
very modernity may attract us even more than Schongauer, he never-
theless stands well behind the latter in artistic conscience and power
of composition. His plate of Solomon'’s Idolatry (Lehrs 7) is a
wonderful example of the meaning he can put into his faces, while it
is characteristic in another particular, the presence of a little curly
dog who is looking on with an interested expression, a piece of side-
play which almost foreshadows Rembtandt. His plate of a Dog
scratching his Neck (Lehrs 78) shows how direcily he studied nature.
He is one of the first of the German engravers to attempt unaffected
portrait directly from the life, e.g. in his Study of two Heads (Lehrs
77)- It has generally been asserted that hardly any outside influence
makes itself felt in this engraver’s work. But his St. AMartin and
the Beggar (Lehrs 38) and St. Michael and the Dragorn (Lehrs 39,
¢f. Schongauer, B. 53) could hardly have originated without some
suggestion from the corresponding subjects in Schongauer’s work,
while his Woman with the Escutcheon (l.chrs 86, Fig. 9) recalls
analogous compositions of the same master (¢.g. B. 97), at least in
the type of face. But these, and a single reminiscence of E. S. (in
the St. Mary Magdalene, Lehrs 50), are isolated instances, and his
achievement is almost perplexing in its originality. His technical
manner also stands quite apart from other work of the period.
With its burr the result is like that of dry-point, which was so
little used before the seventeenth century. Whether he scratched
the plate with a proper dry-point, or with the graver, matters little.
The burr was not scraped away, and the essential virtue of the dry-
point process was already realised.

Allied in style to the Master of the Amsterdam Cabinet, at WB.
least in his irregularity of manner as an engraver, and in a natural
power of rendering facial expression, is the master of the monogram
W&D. Only some four prints of his are known, but they are re-
markable among the earliest attempts at lifelike portrait engraving
in Germany.

It was not long before the achievement of the Master E. S., which Nernek-
technically so far outstripped that of any of his contemporaries, made -ANDs:
itself felt as a most potent influence beyond the German borders. second group.
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The second generation of engravers in the Low Countries profited
far more from the advance made by the German master than from
thé work of immediate predecessors of their own nationality.

Of dated work at this time there is little besides that of the

F1G. 9. —The Master of the Amsterdam Cabinet. . Woman with the Escutcheon.

MAsSTER OF THE Boccaccio ILLUSTRATIONS, Ze¢. the author of a
series of prints which appeared in a French translation of Boccaccio’s
De Casibus virorum et focminarum illustrium, published by Colard
Mansion at Bruges in 1476. The drawing is crude and ungainly,
but there is considerable vivacity in the figure composition. and a
refreshing truth in the simple architectural backgrounds of some
of the plates. With this engraver shading is quite secondary to
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outline. In one of the very rare copies of the book (belonging
to the Marquis of Lothian, Newbattle) the plates! are coloured by a
miniature painter of the time, and the engraver probably fashioned
his style with a view to this possibility. There are many other
examples, notably among such work as the numerous small devotional
plates of the German MASTER OF THE ST. ErasMus, where prints
have served as an outline basis for the illuminators of manuscripts.

We may mention in this place another print which has particular
interest as being found in the Chatsworth copy of the earliest book
printed in English, s.e. Caxton’s Recuyell of the Histories of Troye.
It represents Caxton presenting a Copy of his Work to Margaret of
York (the wife of Charles the Bold), and though not known in
any other copy, and here only inlaid in the first blank leaf and
perhaps inserted at a much later date than the first publication,
must nevertheless have been originally designed to illustrate the
book.2 The Recuyell was printed in Bruges some two years before
the Boccaccio, and the plate is certainly by an engraver of the same
school as the Boccaccio illustrator, if not by the same hand.

A sounder and more prolific craftsman than the Boccaccio

master was the engraver who used the signature Y74. In his case
the dependence on E. S. is sufficient to support the assumption,
that he may at some time have studied under the German master.
This may account for his possession of some of the plates of E. S.,
which were reworked in his studio, and provided with his signature.
It has been recently suggested that the rework was really due to
Israhel van Meckenem, who on this hypothesis must have served an
apprenticeship with the Netherlandish master3 By far the most
interesting work of W4 consists in his engravings of Gothic
architecture and reliquaries. His system of shading is sound, and
by a good command of light and shade he succeeds well in giving
the idea of depth to his constructions. His understanding of
perspective is quite remarkable among the engravers of the fifteenth
century.

An early Dutch engraver of pronounced individuality is the
master who uses the monogram I A M, sometimes adding the sign of
a weaver’s shuttle, and the word ZwoLL (which was no doubt the
place of his activity). In style he is a close follower of the contem-
porary school of painting in Holland, of whom Albert Ouwater and
Geertgen tot St. Jans are the best known representatives. Such prints
as the Christ in the Garden (B. 3) and the Zaking of Christ (B. 4)
are characteristic of the realism of his manner and the exaggerated

1 Pasted in. The only other copy known with plates is at Gottingen.  Cf. pp.
30, 47, 96, 119 for the practice of printing directly on the page of text. See also
PP 65, 70.

2 See S. M. Peartree, Burl. Mag. August 1905, and A. W. Pollard, Tke Library,

Oct. 1905.
3 See M. Geisberg, Meister der Berliner Passion und I. v. Meckenem, 1903, p. 91.
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expression he gives to his coarse and heavy-featured types. His
most successful plate, both in the avoidance of exaggeration, and in
the engraving, which is less crude and harsh than usual, is the
Adoration of the Kings (B. 1).

Working quite near the end of the fifteenth, if not at the begin-
ning of the sixteenth century, is the architect and engraver ALLART
pu HAMEEL, who interests us chiefly as preserving the designs of
that master of fantastic satire, Jerome Bosch. The word “ Bosche ”
which occurs on several of his plates may refer to the painter, or
perhaps merely to the town which was common to both painter and
engraver. Allart du Hameel uses the simplest technical means.
His shading, which is fine and delicate, is little in evidence, and he
relies almost wholly on an outline which, in his Battle-piece (B. 4)
and the Zast Judgment (B. 2), must very closely reproduce the
delicate and incisive line of his model.

Another engraver whose work betrays the influence of the Dutch
school, and of Dierick Bouts in particular, is known merely by his
monogram FV B. In spirit he comes nearer than any engraver
of the time to the Master of the Amsterdam Cabinet and to
Schongauer. His Semson and the Lion has much of the vivacity of
the former master, while technical analogies in the use of dry-point,
though more sparingly applied, may be noted in his greatest plate the
Judgment of Solomon (B. 2). Like both the engravers with whom
we have compared him, he is an excellent engraver of genre, and
his Zwo Peasants quarrelling (B. 35) is one of the most entertaining
plates in this field produced in the fifteenth century. Old tradition
calls him Fraxz voN BocHoLT, but as yet no foundation has been
found for the identification.

In Israhel van Meckenem we meet an engraver who is known to
have worked towards the end of the century at Bocholt, where he
died in 1503. As we have noted in relation to W4, there is
evidence that Israhel’s stylistic connexion with the Netherlands may
be referred in a particular degree to a possible apprenticeship with
this master. Like most of the early engravers he was a goldsmith,
and never in fact much more than-a clever craftsman. He was a
prolific producer : his work amounts in all to some 570 plates, but a
large proportion are copies from E. S., Schongauer, the young Diirer,
and others. He was one of the first engravers to apply to any extent
the idea of reworking his plates after they were worn with many
printings. Nor did he limit this practice to his own engravings, but
reworked numerous plates of others, e.g. of E. S. and FV B, and
more than all of the MASTER OF THE BERLIN PassioN, who has been
recently identified with Meckenem’s father.! One of the faculties
of the goldsmith, that of ornament, he possessed in a high degree,

1 See Individual Bibliography (Geisberg). The student should beware of con-

fusing him with the Master of the Year 1446, who is also known from his Passion
Series in Berlin,
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and his prints of Gothic grotesque and scroll work are among the
most excellent of their kind (see Fig. 10).

Another engraver of the Lower Rhine (probably of Cologne), the p. w.
master of the monogram P. W, produced one of the most ambitious
series of prints of the time, six large illustrations of the Swiss War of
1499. There is considerable freedom and vigour in his figures, not
unlike that of the Master of the Amsterdam Cabinet, but the land-
scape, seen almost as a bird’s eye view, is quite elementary in
character. His most pleasing work is a set of small round playing-
cards of extremely delicate engraving.

Among the engravings produced in Upper Germany at the close Upper
of the century, a small group signed F. S. possesses added interest GERMANY.
from the attribution to the Nuremberg sculptor VEIT SToss. They Veit Stoss.
are evidently the work of an artist unpractised in the process, but

FIG. 10.—Israhel van Meckenem. Ornament with grotesque figures.

his Madonna with the Apple (B. 3), Raising of Lazarus (B. 1), and
Pieta (B. 2), despite some exaggeration in the treatment of the
minutiz of form, e.g. the veins of the leg in the Preta, possess a
distinct charm of their own.

One engraving, a design for -a baptismal font, has been attributed Jorg Syrlin.
to another sculptor, JorRG SYRLIN of Ulm. The elder sculptor of
that name, who seems to have died in 1491, has generally been
reputed its author, but the evidence is so slight that it might almost
as well be by the son, who lived well into the sixteenth century.

The group of engravings signed Mair, if rightly assigned to Mair of
NicoLaus ALEXANDER MAIR, a painter who was working at Land- Landshut.
shut between 1491 and 1541, are distinctly archaic in stamp for
the time of their execution. The line-work is simple, the shading
is in broad surfaces with little detail, the architecture is that of
doll's-houses. In one respect he seems to have anticipated the
idea of the chiaroscuro cuts which Cranach and Burgkmair made
popular in Germany. He often printed on grey or green prepared
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paper, and heightened the ground with white (e.g. the Nativity,
signed and dated 1499 in the British Museum), so that his system
of light shading was no doubt followed with this purpose in view.

Another engraver, also probably belonging to Bavaria, is the
master of the monogram M. Z, who has been generally called
MATTHAUS ZASINGER, though on little foundation. His largest
works are two prints, dated 1500, illustrating festivities—a tourna-
ment and a court-ball—at Munich. But his special charm as an
engraver of genre, who has mastered the finer elements of his
process, is better seen in a print like the Youth and Girl embracing
in a Room (B. 15), which, though poor in draughtsmanship, displays
an extremely delicate handling of the medium. Working, like Mair,
at a time of transition, he stands in sharp contrast to the latter as
already betraying the influence of Diirer, and anticipating, more
particularly in his landscape, the freer style of the etchers of the
Regensburg school.

Many words have been wasted by the belligerent critics who
have championed the respective claims of Germany, the Nether-
lands, or Italy for the award of priority in the practice of the art
of engraving. Vasari’s story that its invention was due to the
Florentine niellist and goldsmith, Maso Finiguerra, about 1460,
must, of course, be discarded in view of our present knowledge of
the origins of the art in the North, if not also by the existence in
Italy itself of engravings which must precede any that can be
attributed to Finiguerra by a decade, or even more.

But without entering any profitless discussion on a matter whose
aspect may at any time be changed by new discoveries, it must be
confessed that the relatively higher technical development of the
art in the North by about the year 1460 inclines one to regard
Germany or the Netherlands as the first home of engraving, as it was
of printing. But unlike printing, which was pioneered in Italy about
1465 almost entirely by the immigrant Northerners, the art of engrav-
ing, even if in some degree suggested by foreign work, developed
quite as a native plant, and was practically untouched by the influ-
ence of the Northern engraver until several decades after its inception.

The early Italian engravers may not possess the technical
proficiency of their Northern contemporaries, but they have a much
finer feeling for the beautiful, if not an absolutely higher artistic
sense. The output of the century was much smaller in the South,
but in some respects far wider in its scope. In the North we have
found the art largely used for little devotional prints, for whose
artistic worth those who scattered them cared little. In Italy, on
the other hand, the tide of the Renaissance had opened up broader
channels of thought, and in a country with an awakened sense ot
beauty, where art was already recognised as having self-contained
ideals apart from the matter it dealt with, the artist commanded a
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more liberal range of subject combined with a greater reluctance to
let out his work cheaply to merely missionary uses. If engraving
in Italy had a practical cause to serve, it was essentially an artist’s
motive, the desire to multiply designs which might serve as models
in the workshops of sculptor, goldsmith, potter, and craftsmen of
every type.

One of the signs which point to the later introduction of
engraving in Italy than in the Northis the later development of the
art of good printing of copper-plates. Quite the majority of the
contemporary impressions of Italian prints up till about 1470 are
printed so poorly (not to take into account the common light
greyish green colour of the ink used), that one is led to surmise that
many must have been taken either by hand (with burnisher or
some similar instrument), or by a printing-press with none of the
equality of pressure provided by the double roller. A lack of
definition, and a line of broken or dotted character are often good
signs of an early impression of a print of this school.

A problem of some difficulty in relation to early plate-printing
is the presence of rivet-holes in many of the fifteenth century Italian
engravings, which, as they occur in many instances on even the
earliest impressions, cannot always merely indicate the application
of the plate itself, like a niello, to decorative purposes. Such rivet-
holes are found to occur in many examples of the early prints in
the maniére criblée, white line metal-cuts which would be printed
like wood-cuts, and so would have to be fixed on to a block for the
press. It is not unlikely that the early Italian printer of copper-
plates, for some reasons dependent on the type of press in use,
found a similar convenience necessary in the case of ordinary
intaglio engravings.

As a craft, engraving in Italy tended more quickly than in the
North to yield itself to the service of some great painter or school
of painting, and so developed earlier a style which the more inde-
pendent German goldsmith engraver was longer in seeking. For
the average artistic quality of work in the beginnings this tendency
was no doubt a benefit, and the readiness of the engraver to sink
his personality probably explains why the Italian painter, with pliable
interpreters to hand, took to engraving less often than the German.
In the end the blessing proved a bane, and produced a host of
secondary engravers, while in Germany the best artists were still
devoting their personal energies to original engraving.

Although there is no certain evidence as in the case of The early
Germany, the earliest Italian engravings seem by reason of style to BTUP-
date at least a few years before the middle of the fifteenth century.
They are probably for the most part the production of Florence,
which was then, as it remains to-day, the centre of the goldsmiths’
craft in Italy. An important place in this early group is taken by
two series of plates in the Albertina, Vienna, the Larger Passion
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The Master (B, xiii. p. 77, 16-25) and the Zriumphs of Petrarch (B. xiii. p. 116,
of the larger 1, 14). They are rough and crude in cutting, and suffer from an

pﬁ,':, exaggeration both in the delineation of bulging muscles and in the

FiG. 11.—Anon. early Florentine Engraver. The Resurrection,

overladen ornament which is the mark of the goldsmith engraver.
Another plate, probably by the engraver who is responsible for the
above series, is a Resurrection in the British Museum (Fig. 11),
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which shows the Medici badge! on the shield of one of the soldiers.
Here the predominant influences seem to be those of Masaccio and
Fra Angelico, though it is somewhat closely reminiscent of a relief
by Luca della Robbia over one of the Sacristy doors in the Duomo
at Florence, which was commissioned in 1443. Of other prints
of the period which amount in all to a very small number, Virgi/
the Enchanter (Dresden) shows close relations to the style of
cassone painting common in Florence about the middle of the
century, and the Sz Peter Martyr (British Museum and Rome)
something of the realism of Castagno, but the greater part point
to the sculptors like Brunelleschi, Ghiberti, and Luca della Robbia
as the strongest factors in Florentine art at this time.

A Profile Portrait of a young WWoman (Berlin)? is one of the finest
examples of the early period, owing its success in no small measure
to the avoidance of problems of light and shade which the Italian
engraver had not yet learnt to cope with. It is a mere outline,
the head-dress and bust richly bedizened in embroidery and jewels,
of a type seen in a group of pictures which has been variously
attributed to Domenico Veneziano, Piero della Francesca, Verrocchio,
and Pollaiuolo. It is not altogether impossible that such a work
as this head might have emanated from the workshop of the young
goldsmith-painter Pollaiuolo.

Some sort of limit to the work of this early period is furnished
by the Resurrection with the Table for finding Easter (British
Museum) which must have been executed by 1461, as this is the
first year cited. As an engraving it is of a secondary order, corre-
sponding to a Smaller Passion Series (B. xiii. p. 74, 2-15), and a copy
on one plate of the six Z7riumpks mentioned above (B. xiii. 423, 60)
(both in the Albertina), but it is of the greatest importance, giving,
as it does, the earliest date found on any Italian print.

The distinct advance made in the art between about 1455 and The second
1480, which we may call the second period of Italian engraving, period.
is perhaps due in large measure to Maso FINIGUERRA, who by no pio
means deserves the glamour of unreality which modern critics, in
the heat of their reaction against Vasari’s exaggerated claims, have
allowed to gather round him. The main facts of his life are well
attested. Born in 1426, the son of a goldsmith, and brought up
in his father’s craft, Maso Finiguerra is known to have been work-
ing in niello in 1449. In 1452 he received payment for a niellated
pax3 done for the Baptistery of St. John; five years later he is
found in partnership with Piero di Bartolommeo di Sali, and in the
early sixties, if not before, he is closely associated with Pollaiuolo,
who is also known to have worked with Sall. In 1463 there is

1 Three feathers encircled by a ring. 2 Jakrb. 1. p. 11.

3 Probably a Crucifixion with the City Walls in the Background, and not the
Coronation of the Virgin (a work of the school of Filippo Lippi, perhaps by Matteo

Dei), which Gori (7Thesaurus Diptychorum, 1759) was the first to christen Finiguerra.
Both are in the Bargello, Florence.

guerra.
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evidence that he supplied designs for some of the intarsia panels in
the Sacristy of the Duomo (the subjects certainly by his hand being
St. Zenobio between two Deacons! and the Annunciation). His
burial is recorded in 1464.

Besides these designs for intarsia, which are his best authenticated
works, there is every reason to accept the old attribution of a series
of drawings in the Uffizi, which was admitted by Vasari and Baldi-
nucci, and is supported by the presence of the master’s name in a
contemporary hand on several of the series. With these may be
ranged a set of drawings in the British Museum, forming a sort of
Chronicle of the World, which, if showing more than one hand,
must emanate from the same workshop as the above. Then there
is an important group of nielli (of which Baron Edmond de Roths-
child has the largest collection %), and their correspondence in style
with the intarsia panels and the drawings points to the same author,
leading to the very reasonable conclusion that they are by the most
famous Florentine niellist of the period.

Finally, we have a group of engravings, closely agreeing in style with
all the above, which Mr. Sidney Colvin has reclaimed to the master’s
honour. Vasari’s reference in his life of Pollaiuolo to Finiguerra
as a “master of engraving and niello 3 unsurpassed in the number of
figures he could efficiently group together whether in small or large
spaces ” (a passage in which he seems not to have thought of the
claims which he makes later in the chapter devoted to Marcan-
tonio and other engravers for Finiguerra as the inventor of the art)
added to the evidence which we have summarised above, seems to
raise the attribution of some at least of these engravings to the
famous niellist out of the realm of conjecture into the certainty of
an established fact.

The engravings to which we refer, as most certainly by the hand
of Finiguerra, are the Planets (a series of seven plates), the Road to
Calvary and the Crucifixion, the Fight for the Hose, and the Judgment
Hall of Pilate. 1Tt is a likely assumption that Finiguerra only turned
to the new art during the last few years of his life, and possibly
none of these prints date before about 1460. The Planefs series,
with its summary of astrological lore, must have been very popular
at the time, if we may judge by the existence of a set of copies
which appeared very soon after the original publication (in conjunc-
tion with a calendar starting with the year 1465). The Aercury is
of special interest to the student of engraving, as it depicts the shop
of a goldsmith such as we may picture Finiguerra’s to have been
(Fig. 12). In all these engravings there is a considerable technical
advance upon the coarse cutting of the earlier group, but the line
still lacks clearness of definition, though this may be due in part

1 Now in the Operadel Duomo.  Baldovinetti also supplied designs for the panels.
2 Formerly the Salamanca Collection. Reproduced : G. W. Reid, London, 1869.
3 Per lavorare di bulino e fare di nicllo.
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to imperfect printing. The main characteristics of style in dress
are still the long trailing skirt, and the two-peaked hat with heavy
_veil borrowed from the costume of Burgundian society,! which figures

Fi1G. 12.—Maso Finiguerra. The Planet Mercury (part).
so prominently in Florentine cassone paintings between about 1440

and 1460.

In Italy for half a century or more after 1450 the art of niello
was a popular branch of the goldsmith’s craft (far more so than in

1 Cf. in Northern art the work of the Master of the Gardens of Love.
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the North), and its close connexion with the development of engrav-
ing will warrant a slight digression.

Niello may be described as the method of treating an engraved
silver (or gold) plate by filling the furrows with a black substance
(nigellum) formed by the fusion of copper, silver, lead, and sulphur,
which gives the art its name. Powdered niello was laid on the
surface of the plate, melted by the application of heat, and so run
into the lines. The substance being allowed to cool and harden,
the surface of the plate was burnished, and the design would appear
in black on a bright ground. The art was no doubt known to
goldsmiths several centuries before the introduction of engraving,!
but it was little practised until quite the middle of the fifteenth
century, when it suddenly became popular, only to fall almost com-
pletely out of use some sixty or seventy years later. Outside Italy
it never greatly flourished. The mark of a good niello-plate in

general is distinctness and clearness

of cutting, but there is large vari-

ation in different schools in the

depth of the engraving, in the inter-

vals between the lines, and in the

greater or lesser use of cross-hatch-

ing. ‘Thus in the Florentine school

the background is generally cut in

clear parallel lines, while the delicate

modelling is done by a system of

much more lightly engraved lines

F1G. 13.—Maso Finiguerra, or a Niellist careflflly cr(.)ss-hat.Ched' Of this
of his School. Two Cupids blowing the niello-print which we reproduce
Trumpets. in Fig. 13 (which is one of the
group attributed to Finiguerra) is an

excellent example. The Bolognese school, on the other hand, of
which FraNcesco RaisoLiNi (FRANCIA) was the head, aimed at a
velvety tone, both in modelling and background, which was achieved
by the closest cross-hatchings, in which the effect of single lines
was lost (cf. pp. 69, 70, and Fig. 14). Now the characteristic of the
clear cut line noticed in the backgrounds of the Florentine nielli is
already seen to some extent in several plates of the earliest group
(e.g. the Resurrection with the Medici Badge (Fig. 11) and the St. Peter
Martyr, B. xiii. 88, 6), but the second factor, the close modelling,

1 A type of niello was practised among the Romans, and also by the Pagan
Saxons in England (about the sixth century). A description of the processis given
in Theophilus (also called Rugerus), Diversarum Artium Schedula (lib. iii. capp.
28, 29, 32, 41), which was probably written at the beginning of the twelfth century.
In the preface to lib. i.,.in referring to the Schedula, he adds guam si diligentius
perscruteris illic invenies quicquid . . . nigelli varietate novit Tuscia. Dr. 1lg (who
edited the Schedula, Vienna, 1871) held that Theophilus was a German monk of
Helmershausen., In any case the mention of Tuscany as the chief home of the art of
niello is significant, though the reading Zuscia has not passed unchallenged.
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does not begin to make itself felt before the engraved work of Fini-
guerra himself and the beginning of what is called the “Fine”
Manner. In the development of this “ Fine” Manner the niello
technique is of definite moment, though engraving in its beginnings
must be regarded as originating from the goldsmith’s art in general
rather than from this special branch. '
To judge from the niello prints in existence (of which scarcely
any go back .as early as 1450), the idea of taking impressions of
nielli on paper would hardly have been the beginning of engraving
in Italy; much more probably it was the niellist who took the
suggestion from the already existing practice of engravers. A
common method for the niello engraver to test his work was to
take a sulphur cast of the plate and rub the lines with black, which
would give an effect far truer to the original than any impression on
paper, as may be seen by several examples of these rare *sulphurs”

F1G. 14.—Pcregrino da Cesena (?) Neptune,

which are preserved in the Print Room of the British Museum. It
seems that in most instances of early impressions from real nielli
the proof was taken from the sulphur; but the sulphur being an
exact replica of the plate in form, and the impression being the
reverse of the original, whether taken from the plate or from the
sulphur, certainty on this point is not always attainable.

Soon the niello-worker felt in his turn the influence of the Engravings
engraver. Plates quite in the niello manner were done with the it the niello
express purpose of taking impressions. Sometimes it is extremely manner.
difficult to make an absolute line of distinction between the two
classes of work ; certain signs, however, if present, such as rivet-
holes or inscription in reverse, declare for the niello proper, and
impressions of these, which were taken merely to show the craftsman
the progress of the work, are of course extremely rare. Of the
second category, niello-like engravings, the majority issued from the
Bolognese school of Francia, of which we reproduce an example by
its most prolific exponent, to whose personality we shall recur at
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the end of the chapter (Fig. 14). These niello-like engravings may

FIG. 15.—Anon. early Florentine Engraver. The Tiburtine Sibyl (in the Fine Manner).

have been produced in many cases for the purpose of providing
prints to be used as models for the worker in niello.
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Somewhat later than the Planets, but almost certainly within five The Finiguerra
to ten years after Finiguerra’s death, come the companion series of School.
the Prophets and the Stby/s in the Fine Manner (see Fig. 15). In
their theatrical costume they seem to be an illustration of some
Sacra Rappresentazione of the ¢ Annunciation,” and verses below
each print correspond closely to such a play by Feo Belcari, of which
the first editions, though undated, must go back as early as 1480.1

F1G. 16.—Anon. early Florentine Engraver. Design for a Plate or Lid
(from the Otto series).

These, like the prints attributed to Finiguerra, belong to what The two styles

has been called the Fine Manner group. Their engraving is of Florentine
h . d b ﬁ l. l .d h h engraving :

characterised by fine lines lai closely together, and by a consider- The Fine and
able use of somewhat irregular cross-hatching, and the result, if not Broad
their aim, is an imitation of the tone of a washed drawing. Another Manners.
completely distinct method, termed the Broad Manner, appeared
in Florentine art about 1470-75, no doubt emanating from a com-
pletely distinct workshop. It is a system composed of simple broad

1 Alessandro d'Ancona, Sacre Rappresentasiont dei sec. xiv. xv. ¢ avi., Florence,
1872, vol. i. p. 167. Sce also E. Male, Gasette, 1906, p. 89.
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lines of parallel shading, after the manner of a pen drawing. The
characteristics of the two manners may be well studied by a com-
parison of the two sets of the Propkets and Sibysls, the Fine Manner
series having been copied with considerable variations in the Broad
Manner. The engraver who was responsible for this second version
changed the characters of the figures into something far nearer
Botticelli’s style than the earlier series. As some evidence of the
commerce in German prints at this period, it is of interest to note
that at least eight of the Prophkets and Sibyls were adapted from
originals by the Master E. S.! Schongauer, too, must have been well
known before 1470 in Italy, for his St. Sebastian (B. 59) suggested

F1G. 17.—Anon. Florentine Engraver (School of Finiguerra).
‘The Triumph of Bacchus and Ariadne (left half).

the Albertina version of the Chastisement of Cupid, one of the set of
prints called the “Otto” series, from the name of the eighteenth
century collector, who possessed twenty-four of the type (now for the
most part in the British Museum) (e.g. Fig. 16). They are prints of
round or oval form, mostly having an escutcheon or a blank space
left for inscription, and no doubt intended to decorate the spice-
boxes such as the Florentine gallant used to present to his mistress.
In one case, that of the Youth and Girl holding up a Sphere (B. 17,
Paris), certain connexion has been established with an amour of
the young Lorenzo de’ Medici and Lucretia Donati, which took place

1 See Lehrs, Jakrbuch, xii. 125. For an example of an original plate of E. S.
used for an Italian engraving see above, pp. 26, 27.
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between about 1465 and 1467.! In many of these prints, and in
the beautiful Bacchus and Ariadne (see Figs. 17 and 18), we find
the artificialities of Burgundian fashion being discarded in favour of
the simple classical costume ; and there is a grace and harmony in
the design which suggests the growing influence of Botticelli. It
is not at all unlikely that most of the prints in the Fine Manner
which we have mentioned, showing as they frequently do repetitions
of Finiguerra designs, also emanated from the same engraver’s studio.
Maso's father, Antonio, who died in 1464, soon after his famous
son, left his sons Francesco and Stefano (who are mentioned in
1457 as working in Venice and Rome respectively), and Maso's

F1G. 18.—Anon. Florentine Engraver (School of Finiguerra).
The Triumph of Bacchus and Ariadne (right half).

son Pierantonio, the heirs of his workshop. Francesco is known to
have been carrying on the same goldsmith’s shop in 1466.2 Almost Engravings
the last prints in the manner of this school, and distinctly inferior in books :
. . . ) . « AMonte Sancto

to the preceding in technical power, are the illustrations to Antonio ;; p;,"; 477:
Bettini’'s Monte Sancto di Dio, 1477, and Landino’s Dante of 1481, Landino's
both of which were published by Nicolas Laurentii. The former Dente, 1481.
is one of the earliest instances known where the copper-plates used
for book illustration were printed directly on to the page of text.3 Of
the Dante illustrations, which were engraved after designs by Botticelli,*

1 Sce A. Warburg, Riv. & Arte, iii. (1905), July. 2 Again in 1498
he is mentioned as renting a goldsmith’s shop with Tommaso and Antonio (sons
of his late brother Stefano). Cf. H. P. Horne, Botticelli, 1908 (pp. 77-86).

3 Cf. pp. 30. 33. 65, 70, 96, 119. 4 Either adapted from those at
Berlin and in the Vatican, or more probably based on an earlicr series now lost.
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and never completed (they embrace the first nineteen cantos of the

F1G. 19.—Anon. early Florentine Engraver in the Broad Manner.
The Triumph of Love.

Inferno), only the first two, or at least three, are ever found printed
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on the page of text. The others, when they occur, are generally

printed on a separate piece of paper and pasted in, an evidence of

the difficulties which the printer experienced with the other process.

Besides these two publications there is hardly any book of impor- Other engrav-
tance illustrated with metal engravings until the end of the next ingsinfifteenth
century, when the practice was revived with success. Three engray- °eotur books.
ings (two tables of affinity and the Virgin's Crown with a small
Annunciation) are found in Fra Pacifico di Novara’s Swmula di

Facifica Conscientia, printed in Milan by Philip de Lavagna in 1479.

Another engraving of the Virgin’s Crown was given in the earliest

issues of Savonarola’s Compendio di Revelazione (Florence, 1495),

and these make the sum of copper engravings used for book illustra-

tion in Italy during the fifteenth century, with the exception of the

maps engraved for the. editions of Ptolemy (Rome, 1479, and

Bologna, 1482) and Berlinghieri (Florence, about 1481, from the

same press as the Dante). A few of Marcantonio’s engravings were

designed for books, but with such occasional exceptions,! wood-cut
commanded the field of book illustration throughout the first three

quarters of the sixteenth century.

Most of the prints in the Broad Manner, notably the two series, The Broad

the Life of the Virgin and of Christ and the Triumphs of Petrarck, MannerGroup.
(see Fig. 19) range themselves near to the influence of Pesellino,
Filippo Lippi, and Alessio Baldovinetti. —Three large plates—
Moses on Mount Sinai (P. V. 39, 93), David and Goliath (P. V. 39,
94), and the Adoration of the Magi (P. V. 40, 96)—are notable
examples, while in another of the group, the Deluge (B. xiii. 71, 3),
the suggestion was undoubtedly taken from Uccello’s fresco in
S. Maria Novella. The large Assumption with Rome in the back-
ground (B. xiii. 86, 4), is perhaps as near as any of the Florentine
engravings of the time to Botticelli in design, and the Madonna with
St. Michael and St. Helena (P. V. 108, 33) presents kindred elements
of style, somewhat more freely translated.?

How far Baccio BaLpbini, who, according to Vasari, worked Baccio Baldini.

almost wholly after Botticelli’s designs, is responsible for any of the
anonymous plates we have mentioned is still an unsolved problem.
He may have been among those who carried on the tradition of the
Finiguerra school in the Monte Sancto and Dante engravings, but
his separate entity as an engraver would incline one to look for him
as the representative of the Broad Manner group which, as we have
seen, contains examples almost as certainly derived from Botticelli
as the Dante prints in the Fine Manner.

The same principle of technique that is found in the Broad Antonio
Manner, the imitation of the character of pen drawing, is also seen Pollaiuolo.
in the only engraving which is unquestionably by the hand of the
painter and goldsmith ANTONI1O PoLLA1UOLO, the large Battle of the
Nudes (Fig. 20). In the power of its design and the nervous grip of

1 See, e.g. Mocetto, p. 65. 2 Cf. Horne, Botticelli, 1908, pp. 288-gr1.
E
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its drawing, it is one of the greatest achievements in the engraving of

the fifteenth century. In technical character, with the open parallel
lines interlaid (at a small angle) with lighter lines of shading, it
resembles Mantegna, who may owe something of his style to the

Battle of the Nudes.

F1G. 20.—Antonio Pollaiuolo.
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suggestion of the Florentine, though it is dangerous to be dogmatic
in regard to the interchange of influence of these contemporaries.
Despite the largeness of the line-work, there is still something in its
character, e.g. the close deep lines of shading of the background
casting the whole into relief, which reveals the goldsmith who has
worked in niello. Of the nielli which Pollaiuolo must have done
it is difficult to speak with any certainty. The style of Finiguerra,
who was probably the more prolific craftsman in this medium, is so
near to his, that a definite distinction of their work presents consider-
able difficulty. The Hercules and the Hydra (Dut. 338, British
Museum) must depend directly on his design, although its close
technique shows a certain affinity to the school of Bologna. Of all
the Florentine nielli the Fortitudo (Dut. 425, Rothschild), which
is essentially in the same technical manner as those attributed to
Finiguerra, most nearly reflects Pollaiuolo’s style, even if it be not
by his hand. '

An attractive engraver, though scarcely an accomplished crafts- Robetta.
man, is CRISTOFORO ROBETTA, about whose personality Vasari tells
us nothing except that he belonged to a certain dining society of
twelve, called the “ Kettle” (of whom Andrea del Sarto was perhaps
the most distinguished member) which met at the house of the
sculptor G. F. Rustici.! He is a typical master of a period of
transition, having lost the conviction of the primitive without
succeeding to the developed modes of expression. Three
of his prints are adaptations from Filippino Lippi (ze. the
Madonna appearing to St. Bernard, from the picture in the Badia,
Music and Philosophy, from a grisaille in S. Maria Novella, and the
Adoration from the Uffizi picture). The variations introduced in
the latter, e.g. the addition of a graceful group of singing angels,
show that he was no servile copyist, but possessed of a real sense
for composition. Pollaiuolo provides him with two models in the
Hercules and Antaus and Hercules and the Hydra,® while Robetta’s
facility in adaptation is seen in the fragments of background
taken from Diirer, a source of plagiarism which was just beginning
to become popular in Italy. Some of his various nude and
subject studies, e.g. the Allegory of Envy (B. 24), may be inspired
by Signorelli, but no definite connexion can be traced. How
pleasing Robetta can be, when to all appearance original, is well
illustrated in his Allegory of Abundance (B. 18) and in his Ceres
(Fig. 21). The irregularity of the scheme of shading, with its un-
restful curvature, fails to detract from their charm.

Of later Florentine engravers, who, like Robetta, worked at the

1 In any case before 1512, which is the date given by Vasari for another society
(the ** Trowel ') which, in point of time, succeeded the ** Kettle.”

2 The small panels in the Uffizi which are in reverse to the prints, were probably
the immediate originals. The complete change in the landscape to something per-

fectly characteristic of Robetta, and other variations in posture, scarcely justify the
assumption that they reproduce the lost pictures of the Medici Palace.
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end of the fifteenth and the beginning of the sixteenth century, we
know only the miniature painter GHERARDO, and LUCANTONIO DE’
UBERTL. The former is little but a name except for his work in
illumination (e.g. in the Museo Nazionale, Florence), but he may be
responsible for some of the rough Italian copies after Schongauer

Fi1G. 21.—Cristoforo Robetta, Ceres.

and other northern originals at this epoch. I.ucantonio must
not be confounded with the Lucantonio da Giunta, a Florentine
who was settled as a publisher in Venice, although our engraver also
worked in Venice, and himself turned printer at Verona in 1503-4.
His engravings are roughly and irregularly cut, and have no artistic
merit. Perhaps the most important is a large print after the much
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discussed ZLast Supper in St. Onofrio in Florence (P. V. p. 194,
Gotha).

F1G. 22.—Anon. early Italian Engraver.
Clio (from the E series of the so-called ‘* Tarocchi' Cards).

Turning to the north of Italy we are confronted at the outset
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with problems of authorship as difficult and obscure as in the case
of the school of Florence. The ¢ Tarocchi cards of Mantegna,”
as they have been called, are no more Tarocchi than they are by
or after Mantegna, but seem to form a sort of instructive game
for youth, if not a mere picture-book of popular designs, the
subjects represented in the fifty cards of five suits comprising the
sorts and conditions of men, Apollo and the Muses, the arts and
sciences, the genii and the virtues, the planets and spheres. There
are two different sets of prints, the one engraved with much greater
precision and finish, in which Nos. I.-X. are lettered E (B. xiii. p. 131,
“ Copies ”), the other to a large extent in reverse and executed in
a more careless technique, with Nos. I.-X. lettered S (B. xiii. p. 120,
“originals ”). There has been much difference of opinion as to
which is the original series, some again thinking that both may go
back independently to the same set of designs. Many elements,
however, point to the “ E ” series (Bartsch’s copies) being the earlier
set, if not the original from which the other was adapted.! If the
author of the E series had known S, or S’s originals, he would
scarcely have replaced the easy posture of the legs in the Zmperator
(9) and Musica (26) with his own awkward versions. On the other
hand, it would be most natural for the later engraver to correct
such errors of a predecessor. Absurd mistakes such as occur in the
Zalia (16), who in the S series bows the viol with her left arm and
fingers with her right, cannot be taken as arguments on one side or
the other, as the earlier engraver would be just as likely to reverse
an original drawing as the copyist an engraving. With all his
clumsiness in detail—e.g. the feet in the Speranza (39), the figure of
the Cosmico (33), the limbs and folds of Clio (19)—the S engraver
possesses a freedom and realism in his draughtsmanship which
scarcely supports its priority in face of the precise and archaic manner
of the E series.

In character of design, in the rounded forms and bulging folds,
the latter series has a close kinship to the Ferrarese school of
Cosimo Tura, and Cossa. There are, at the same time, reminis-.
cences of Mantegna, e.g. Zhe Merchant (4), while other elements
(e.¢. the spelling “Doxe” for Doge and the recurrence of the
lagoons in the background) point to a Venetian production, or at
least a Venetian market. The assumption that the E series is the
work of a Venetian engraver is strongly supported by the correspond-
ence of its technical manner, the clear cutting, and the regular

1 There are two important pieces of evidence which fix the date of the E scries as
before 1468 :—

(i) Five of the prints are pasted in a MS. (a German translation of Fior di 1'irtu),
which was finished 28th Nov. 1468 (S. Gallen Library, Cod. Vad. 484). The
scribe has written round the prints, and has in some cases let his lines pass over their
margins, proving that they were not inserted later.

(ii) Miniature copies (of the £mpervr and Pope, and the throne from the AZass)
in a MS. of 1467, Constitusioni dello Studio Bolognese, in the Archivio di Stato,
Bologna (see Malaguzzi, Arckivio Storico, vii. p. 16 and tav. 5).
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system of shading, with a print so certainly Venetian as the political
Allegory of Pope and Emperor (Ottley, Facsimiles, 1826, No. 24,
cf. P. V. 190, 106)1 Nevertheless, while placing the engraving in
Venice, we would still look to the Ferrarese school for the origin of
the designs.

With all his shortcomings, the author of the S series shows a
greater feeling for beauty of form, and a truer appreciation for the
value of space in composition. This consideration, as well as the
affinity of its less regular system of engraving to the prints of the
Fine Manner group, lends some support to the suggestion that its
author belonged to the Florentine school.

Closely akin to the E series of the cards are two Fountains
of Love (P. V. 189, 99 and 100) in the British Museum, and the
Death of Orpheus in Hamburg (P. V. 47, 120), while a Virgin
adoring the Child (Burlington House, and Trivulzio collection,
Milan) seems directly inspired by a drawing in the Uffizi attributed
to Marco Zoppo. A few engravings of Ships (e.¢. P. V. 192, 110, Venetian
Brit. Museum) are not far removed in style, and, like the A4/egory engravings.
of Pope and Emperor, almost certainly Venetian. Of a somewhat
different character is a print of a Madonna with Saints and Angels,
pasted on the cover of a book printed in 1496, in the Biblioteca
Marciana, Venice. It is somewhat earlier than any of the preceding,
and is more nearly akin to the schdol of Bartolommeo and Alvise
Vivarini.

A real pack of Tarocchi cards (P. V. p. 127, etc.), which is The Ferrarese
complete in the collection of the Conte Sola, Milan (the British school.
Museum and the Albertina possessing certain numbers), corresponds
much more absolutely than the so-called * Tarocchi” with the style
of Cosimo Tura, and may be definitely regarded as Ferrarese. A few
other prints quite in the same style are known, e.g. a St. Sedastian
and a S7. Anthony in the Royal Library at Vienna (P. V. 186, 91,
and P. V. 115, 80).

In Florence the engravers, with the exception of Pollaiuolo, Mantegna.
have all been artists of second or third rank. The North of Italy,
on the other hand, can boast one of her great painters, and, in fact,
one of the greatest masters of modern art, 7.e. ANDREA MANTEGNA,
among her earliest engravers. Born at Vicenza in 1431, trained in
the classical school of Squarcione at Padua, he settled about 1459
in Mantua, remaining there in the service of its Marquesses
until his death in 1506. The character of his engraving is a
close imitation of the style of his pen drawings—open parallel lines
of shading with lighter lines obliquely laid between them. Possibly
the first idea that suggested engraving of this type was the popularity

1 Probably dating about 1470, and referring to the meeting of Paul II. and
Frederick 1II. which took place just before that date. The engraving described by
Bartsch (xiii. 110, 8), bearing the date 1495, is a repetition of the subject, which is
also found earlier in several wood-cuts.
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of his drawings as designs in other studios, and the profit that would
accrue through the multiplication of impressions.

~ In all, some twenty-five plates have been attributed to Mantegna,
but it is very doubtful whether the master himself engraved more
than the seven or eight, which so far excel the rest in quality.

F1G. 23.—Andrea Mantegna. The Virgin and Child.

These plates are the Virgin and Child (B. 8, Fig. 23). The

two Bacchanals (B. 19 and z0), the Battle of the Tritons and

Sea-Gods! (two plates, B. 17 and 18), the Enfombment (horizontal

plate, B. 3), and the Risen Christ between St. Andrew and St.

Longinus (B. 6). In these the line exhibits all the characteristics

of Mantegna’s pen-work. The outline is firm and broad, but the
1 Christened by R. Forster Envy among the Ichthiophayes (Jakrb. xxiii. 205).
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cross-lines of shading seem to have been but lightly scratched on
the plate, and were consequently worn away in a very few printings,
leaving most of the late impressions (which are not uncommon)
mere ghosts of the composition in its original state. Generally, too,
fine early impressions show the broken line, which possibly implies
an undeveloped roller-press and lack of pressure in the printing.

With one possible exception (the E/lephants, from the Zriumph
of Caesar, B. 12) none of the other plates attributed to the master
exhibit any of the nervous power and delicacy of modelling seen in
the prints we have mentioned. The Flagellation (B. 1) and the
Christ in Limbo (B. 5) stand in particular contrast to the above in
their hard outlines and shading, and crude modelling. They are
engraved directly after Mantegna and after designs belonging to the
period of the Eremitani frescoes (which were painted some time
between 1448 and 1455). The earliest of the undoubted engravings
(the Virgin and Child) can hardly be earlier than 1470-1480, but
even this interval of time can hardly account for the enormous
difference in quality, between what must be called the *school”
and the ‘“authentic” groups.

The vertical Entombment (of which there are two plates ; one,
perhaps the better, given by Bartsch to G. A. da Brescia) and the
Descent from the Cross (B. 4) have something more of the
technical character of the authentic group, but are too weak to
bear comparison, while the Virgin in the Grotto (B. g) and the
three plates after drawings for the Zriumph of Caesar! have lately
been rejected on the principle that the artist-engraver does not
repeat his painted work in engraving.2 Probably the latter reason is
a nicety of feeling which did not occur to the great masters, whose
practice created convention, but in any case the E/ephants is the only
plate of the three which possesses any of the best characteristics of
Mantegna’s engravings, and even this one fails to carry conviction.

From documentary evidence it is known that two engravers, Simone di
ZoaN ANDREA and SIMONE DI ARDIZONE, were working in Mantua m‘x‘sd::
in 1475, and from the alleged hostility of Mantegna, which once )
went to the length of assaulting the two engravers and leaving them
for dead in the street, it seems probable that they were making
free use of the master’s designs. And the very fact that Mantegna
had made offers to Ardizone on his arrival in Mantua, seems to
show that the great painter already had the idea of getting his designs
engraved, although he may not yet have taken up the graver himself.
Both Simone di Ardizone, to whom hitherto no prints have been
attributed, and Zoan Andrea, may be responsible for some of the
anonymous school engravings. Only a small proportion of the prints Zoan Andrea.
signed by the latter (e.g. the Hercules and Deianeira, B. g) are in the
essentially Mantegnesque manner. Many are copies from Diirer, while

1 The series of nine large canvases is now in Hampton Court.
2 Cf. Chapter VI. on Rembrandt, p. 174 and note 1.
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Fig. 24.—Zoan Andrea.
Panel of arabesque ornament (part).

others are so near the style of
the miniaturist of the Sforza
Book of Hours (e.g. three! of
the series of upright arabesques,
B. 21-32, see Fig. 24), that Zoan
Andrea may be assumed to have
settled in Milan after leaving
Mantua. Moreover, two of his
later engravings (a Virgin and
Child, B. 6, and the Dragon
and the Lion, B. 20) are un-
doubtedly after designs by Leon-
ardo da Vinci. In his later
works (e.g. the Two Lovers, P.
43) the engraver has discarded
the Mantegnesque system for a
much more meagre treatment of
line. He must not be con-
founded with the woodcutter
Zoan Andrea Vavassore who
was working in Venice as late as
1520.

GIOVANNI ANTONIO DA
BrEescia probably came into con-
nexion with Mantegna later than
Zoan Andrea, but he has left
more signed engravings than the
latter directly after designs by
the master, of which the Hercules
and the Lion (B. 11) and Hercules
and Antaeus (B. 14) are good
examples. ‘Three of his prints
bear dates: two copies from
Diirer, the Great Horse and the
Satyr Family, belonging respect-
ively to 1505 and 1507, and a
large Flagellation (P. 29) being
dated 1509. In the last he is
still working inthe Mantegnesque
manner, but a suggestion of
Pollaiuolo in the figures, and of
the Roman school in the archi-
tectural setting, suggests that he
may have lately arrived in Rome
after journeying South through

1 Cf. below, p. 61, for the attribution of the remaining nine,
2 After a study for the Madonna Litta.
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Florence. A print based on a newly-found statue of Venus (P. 42)
and a free version of the Belvedere Torso (B. 5) are also probably
early works of this period, showing the transition to a style which
was never more than a most crude assimilation of the Roman
engraver's manner. He must have been working here in any case
up to 1517, if not considerably later, as his print of Adbram and
Melchizedek (P. 26) is based on one of the Vatican Loggie frescoes
(which were painted between 1517 and 1519).

Another engraver of the same local extraction, GIovANNI MARIA G. M. da
DA BREscia, a member of the Carmelite Order, who worked at the Brescia.
beginning of the sixteenth century (the dates 1502 and 1512 occur-
ring on two of the four prints by his hand), is an utterly poor
craftsman, but interesting from one print, the Zriumph of Trajan,
which almost certainly preserves a lost original by Vincenzo Foppa.

NicoLETTO ROSEX (Rossi or Rosa ?) of Modena is another North Nicoletto da
Italian engraver who in his earlier works came under the influence Modena.
of Mantegna’s style, though he only directly copied that master’s
designs in a very few instances, e.g. Hercules and Antaeus (after
Mantegna [school], B. 16), and Neptune (after a figure in Man-
tegna's Bacchanal with the Tub). The St. Cecilia (P. 8s), the
Victory (P. 101), and the Two Nude Children holding a Cross,! are
good examples of this early phase. He soon developed the use of
cross-hatching, and many prints of a second phase (which may be
contemporary with certain other prints still in the Mantegnesque
manner) are designed on a darkly-shaded ground somewhat after the
conventions of the niellist. One or two small prints in the manner
of nielli bear his initials (e.g. Galichon, Gazette, 2™ pér. IX. p. 167,
No. 7), but whether he worked as a goldsmith and ever produced
nielli proper is quite uncertain. The development of his engraving
at this period may have been partly due to Schongauer (from whom
he made several copies), but a far greater change seems to have
been effected by his study of Diirer (which must have been about
1500, the date of a copy of the Fowr Naked IVomen). But the
change in his manner of shading, and his adoption of a more deli-
cate system of cross-hatching was not all. He developed about the
same time a style of composition quite his own among engravers of
the time, nearly always surrounding his saint or allegorical figure
in a fantastic setting of classical ruin. That Mantegna first
inspired him to this treatment we might gather from the large
St. Sebastian in the British Museum (Chalc. Soc. 1891, No. 29),
which seems suggested by some picture, such as the Aigueperse or

1 B. xiii. 297, 5, as Zoan Andrea, who is more probably the author of Bartsch's
copy (i.). The connexion with this engraver suggests that Nicoletto might have
learnt his ‘* Mantegnesque” under Zoan Andrea in Milan, a possibility not unsup-
ported by the style or architecture seen in the Nativity (P. 70). We would also
tentatively suggest that Nicoletto might be the engraver of Bramante's large design
of an Interior. The Fulcan and Cupid (B. 52), St. Cecilia (P. 85), and St. Sebas-
tian (Chalc. Soc. 1891, 29) are closely related to it in style of cutting.



1 B (with the
Bird).

60 THE EARLIEST ENGRAVERS

Vienna versions of the subject. Then something of the charm of
his landscape may have been inspired by the anonymous master
I B, whose work we are about to mention. In one case Nicoletto
actually reworked a plate by this engraver (Zeda, P. 9), and re-
placed the original signature with his own monogram.! This late
phase of his work seems to follow closely after the Diirer copies,
and extends at least until 1512, the date on a St. Antkony within
a Colonnade.

The Apelles (P. 104), borrowed from a figure in Filippino
Lippi’s fresco of the Triumph of St. Thomas (in S. Maria sopra
Minerva), and the engravings of the statues of Marcus Aurelius
(B. 64) and of the Apollo Belvedere (B. 50) suggest the probability of
a sojourn in Rome. His plates of arabesque ornament, which form
a considerable part of his work, are a mixture of the purely North
Italian elements seen in the arabesques of Zoan Andrea, with the
style of the Raphael school as seen in the prints of Giovanni Antonio
da Brescia and Agostino Veneziano.

An engraver who uses the signature I B (accompanied by the de-
vice of a bird ?) was identified by Zani, perhaps somewhat rashly, with
a Giovanni Battista del Porto, to whom Vedriani, in his work on the
artists of Modena, devotes a short paragraph.? Neither Tiraboschi #
nor Venturi® has been able to find documentary evidence even of
the existence of Vedriani’s engraver, the only member of the Modenese
family cited by Venturi who might be identical being a certain
Battista del Porto, who was working as a goldsmith and die-cutter in
Modena between 1529 and 1537. It is not impossible that the
engraver was working as late as this, but general elements of style,
and the print commemorating the monstrous twins born at Rome in
1503, point to the earlier years of the century. His small allegorical
figure of /Foresight (P. 8), with its niello-like technique in the
background, suggests a goldsmith’s education. Influenced by Man-
tegna (more particularly in his wood-cuts), and to some extent by
Nicoletto da Modena (whom he inspired in his turn), copying and
borrowing from Diirer, and showing some characteristics in common
with the Bolognese school (to which he has recently been assigned
by Dr. Kristeller), it seems rash to dogmatise on the locality of so
eclectic a spirit.

1 For similar practices cf. above W? and Meckenem. Of the early Italian
school we may refer to a print of Montagna ( Virgin and Child, B. 7), which in one
state bears the signature of G. A. da Brescia (IOAN. BX), though whether this
engraver added it himself seems open to question.

2 One thinks of Passeri or Uccello as possible surnames, but no artist of either
name is known who can be identified with I B.

3 L. Vedriani, Raccolta de' pittori scultori et architetti Modonesi. Modena,
1662 (p. 45, immediately following the article on Nicoletto da Modena). Zani, unfor-
tunately, never published the material which he seems to have possessed in support of
his identification (see Materiali, p. 134).

4 G. Tiraboschi, Notisie de' Pittori, etc. . . . di Modena. Modena, 1786.

5 A. Venturi, gli Orafi da Porto. Archivio Storico Italiano, 1887, p. 205.



THE MILANESE SCHOOL 61

Until nearly the end of the century hardly any engravings seem The Milanese

to have been produced at Milan. There are the three prints School.
already mentioned,! which appeared in Fra Pacifico di Novaro’s
Sumula di Pacifica Conscientia of 1479, and a few isolated examples
which seem to bear the impress of the school, such as an Anauncia-
tion (P. V. 67, 61) and a Crucfixion (P. v. 68, 65a) (both in the
Albertina), may certainly be referred to a date prior to 1490. Then Master of the
about this period follows an interesting group of engravings, which Sforza Book
stands in the closest relation to the Milanese school of illumination, ?;3:::: da
as seen in the Sforza Book of Hours? and in the Grenville copy of Monza?)
Simonetta's Historia delle cose facte dallo . . . Francesco Sforza,
Milan, 1490 (both in the British Museum), and in two miniatures 3 in
the collection of M. Leopold Goldschmidt in Paris. The prints we
refer to include among others a Virgin and Child with Playing
Angels (B. xiii. 85, 3), a Preta (Albertina), and a little Alegory on
Deatk (P. V. 21, 35). Quite near in style again are the large upright
arabesques by Zoan Andrea, while the thinner line work and cross-
hatching of nine of the same series mark them as by our Milanese
Anonimo (B. xiii. 306, 21-32). Another of the prints of the same
engraver (B. xiii. 83, 28) reproduces the Last Supper of Leonardo
da Vinci, which was finished in 1498, so that his activity must
extend till quite the last years of the century. Every element of
style and every mannerism of this Milanese engraver corresponds
so absolutely with that of the Master of the Sforza Book of Hours
that it seems more than probable that miniaturist and engraver
are identical. It is at least rare to find an engraver of the
fifteenth century who so completely merges his individuality in
the artist, by whose designs he is inspired. The further point,
that the author4 of these illuminations is ANTONIO DA MoONzA,5 of
whom there is only one signed miniature (the Descent of the
Holy Spirit, in the Albertina, Vienna), is supported by good
authorities, but scarcely proved by a convincing correspondence
in style.

Several engravings have been attributed to LEONARDO himself, and Did Leonardo
it is natural to imagine that among his numerous interests he at da Vinci
some time made attempts in this medium. Only one of the prints “"#™ ve?
in question possesses anything of the character of Leonardo’s
authentic work, i.e. the Profile Bust of a Young Woman in the British
Museum (P. V. 180, 1). The slipped stroke on the forehead be-
trays the hand of a tiro in the medium, but the sensitive quality
of the outline, and the exquisite significance of the drawing, show

1 See p. 49.

2 See G. F. Warner, London, 1894.

3 Reproduced, Venturi, L'Arfe, i. p. 154. One of them is signed AN MA.

4 /.e., the master illuminator. The difference in quality between many of the
illuminations points to several assistants working out his designs.

8 An artist of the name was working in Padua in 1456 (see G. A. Moschini,
Pittura in Padova, 1826).
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a veritable master of style. The other profile bust, a Young Woman
with a Garland of fvy (P. V. 180, 2), is much coarser in engraving,
and might be the work of the same hand that is responsible for the
six patterns of interlaced cord (* 4nofs,” as Diirer called his wood-
cut copies), which also bear the inscription ACADEMIA LEONARDL!
The three Heads of Horses (B. xiii. 331, 24) might have been done
by a Zoan Andrea, or G. A. da Brescia, and the same may be said
of the three Heads of Old Men (B. “ Mantegna,” 21-23), which seem
to be inspired by some Leonardesque design. The skeet of studies
Jor the Sforza equestrian monument (British Museum) shows a far
greater freedom of handling, but its draughtsmanship lacks articula-
tion and unity, and marks it as a mere contemporary reproduction
of his drawings.?

A large engraving of an interior signed Bramantus fecit in Mlo3
is generally accepted as the original work of the great architect, who
was working in Milan from before 1477 until 1499. There is no
question about the authenticity of the design, which is reminiscent
of elements in the sacristy of S. Satiro* in Milan, but the engraving
seems to be rather the work of a dull but fairly equipped craftsman ®
than the unique attempt of a genius in a strange medium. The use
of the word fecst is unusual at this epoch in reference to engraving,
and it may simply refer to the author of the design.

The first personality to issue from the cloud of uncertainty
which envelops the carly history of the art in Venice is the engraver
who uses as his signature the ““Caduceus,” or wand of Mercury, f.e.
Jacoro DE’ BarBarL  Born about 1450 (or somewhat earlier),®
working as a painter in Venice and the neighbourhood in the latter
part of the century, appointed portrait and miniature painter to the
Emperor in Augsburg in 1500, painting at Wittenberg and various
parts of Saxony in the service of Frederick the Wise between 1503
and 1505, visiting Nuremberg in 1505, if not also at other times, with
Joachim I. of Brandenburg at Frankfurt-a-O in 1508, working for
Count Philip of Burgundy in his castle at Zuytborch in company
with Mabuse, and finally pensioned and dying in the service of the

1 The inscription, which probably means no more than ‘*academical exercise,”
has given rise to wild conjectures about a regular teaching Academy under Leonardo's
direction in Milan.

2 Cf. drawings in Windsor; in particular one reproduced by J. P. Richter,
Literary Remuirs, Plate Ixv.

3 Two impressions are known : (i) British Museum (with inscription in ink) ; (ii)
in the Casa Percgo, Milan (where the inscription is said to be engraved).

4 Completed some time between 1480 and 1488.

3 Cf. note 1, p. 59, where Nicoletto da Modena's name has been suggested
in connexion.

% In the grant of a pension in 1511 he is mentioned as ‘* old and infirm.” The
double portrait of Luca Pacioli and the artist (signed 1ACO-BAR-VIGENNIS-P-1495),
recently acquired for the Naples Muscum, weuld upset this theory if rightly interpreted
as Jacopo de' Barbari painted in his twentieth year. . . . Documentary evidence is
so strong on the other side that the authorship of this interesting picture must be
still regarded as a problem (see Venturi, L'Arte, vi. 95; Ricci, Kassegna d'Arte,
ili. 75 Gronau, Rassegna d'.Arte, 1905, p. 28).
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Archduchess Margaret, Regent of the Netherlands—these are a
wealth of biographical detail possessed in the case of few other
Italian engravers of the period. In Nuremberg he was known as
Jacob Walch, f.e. Jacob the *foreigner”—the Italian, and the
error which long placed him among Northern engravers is easily

F1G. 25.—Jacopo de’ Barbari. The Three Prisoners.

understood. Nevertheless throughout this engraved work (which
contains some thirty numbers) he shows himself essentially Italian
in spirit, owing something to the Vivarini, but thoroughly individual
in his development. Nor was his system of engraving greatly in-
fluenced by Northern models.

Barbari handles the graver with a light touch, and his line, with
the burr incompletely removed, possesses something of the character



Mocetto.

64 THE EARLIEST ENGRAVERS

of dry-point. He never developed the regularity of cutting, which
gives engraving its special quality in rendering tonic values, and his
prints possess the appearance of pen drawings transferred to copper.
In his earlier work (to judge from the Judith, B. 1, and the St
Catherine, B. 8, with their long sinuous folds, clinging draperies, and
sentimental pose) he follows roughly in the wake of the Mantegna
school in his parallel shading, though an essential difference may
be remarked in the curving lines which follow the contours.
Later he developed a closer system of cross-hatching, which may
have found its inspiration in Diirer,! but never approached the
master at all closely. To Barbari in this later phase, of which the
St. Sebastian (P. 27) is perhaps the finest example, Lucas van Leyden
seems to be in some degree indebted. Prints like the Zkree
Prisoners (B. 17, Fig. 25) and the Apollo and Diana (B. 14), we
would place midway in his development, probably somewhat before
than after 1500. This, however, is a dangerous point, and touches
another problem of great uncertainty, Ze. the order of relationship in
which the Apollo and Diana stands to Diirer’s print of the same
subject. To us it seems that the most natural explanation is to
assume the pridrity of Barbari’s print, to regard this as one 2 source
of suggestion for Diirer's Apollo drawing in the British Museum
(Lippmann, 233), and for the engraving of about 15035, while admit-
ting that the transformation of the subject leaves great room for very
different speculations.®

Both as craftsman and artist GIROLAMO MOCETTO stands on a
lower plane than Jacopo de’ Barbari. His careless method of
shading seems less like the work of a practised engraver than the
occasional attempt of the painter. But even in the latter capacity,
in which he may have acted as assistant to Bellini, his works are
few and poor. According to Vasari he came from Verona, but the
greater part of his work is completely Venetian in character, and
produced in Venice under the influence of Alvise Vivarini, Giovanni
Bellini, and Cima. Some of his prints, probably earlier examples
dating in the last decade of the fifteenth century, are after designs
by Mantegna or his school, e.g. Judith, and the Calumny of Apelles,
the latter being based on a drawing attributed to Mantegna in the
British Museum. The setting of the Calumny in a background
suggested by the Place of SS. Giovanni e Paolo shows that the
engraver was already working in Venice. The Virgin and Child
enthroned (B. 4) and the large Virgin and Child with Saints and
Angels (P. 10) reflect the style of Alvise Vivarini; the Baptism of
Christ is directly inspired by a picture by Giovanni Bellini in
S. Corona, Vicenza, though certain elements may have been sug-

1 The nearest analogies are seen in Diirer's work about 1500, e.g. the nude in the
Rape of Amymone.

2 The other being the Apollo Belvedere.

3 For other points of relation to Diirer, cf. Chap. II. pp. 74, 75.
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gested by Cima’s Baptism in S. Giovanni in Bragora, Venice. In
his lineal manner, and in the angular character of fold and contour
(comparable to the Vicentine school), Mocetto stands in even closer
relationship to Vivarini and Cima than to Bellini.

Some unimportant topographical plates were engraved by Mocetto
to illustrate Ambrogio Leone’s De Nola Opusculum (Venice, 1514),

F16. 26.—Giulio Campagnola. Christ and the Woman of Samaria (part),

but this is the only certain date afforded by his prints of an activity
which is known to have continued until after 153o0.

GiuLio CAMPAGNOLA is an interesting artist whose only recog- Giulio
nised monument consists in his engravings, which scarcely amount Campagnola.
to a score in number. According to contemporary accounts he
was a youth of wonderful versatility and promise, and while still
under seventeen reaped much praise for his skill in the various arts
of painter, miniaturist, engraver, and musician, no less than for his
knowledge of Latin, Greek, and Hcbrew. One of his prints is a

¥
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direct copy from Diirer (the Penance of St. Jokn Chrysostom, P.K. 4),
and several of his plates show adaptations from Diirer’s landscape
backgrounds, but the style of his engraving was far less dependent
on the German master than that of most of his contemporaries.
The inspiration of his art, seen in plates like the Young Shepherd
(P.K. 8), Christ and the 1Voman of Samaria (P.K. 2, Fig. 26),
and the Astrologer (P.K. 11), is clearly that of Giorgione, and the
special character of his technique, a system of graver flicks so
delicate that they approximate to dots made with the point, is
directed to rendering the soft gradations of chiaroscuro affected by
his model. Two of his prints, fe. the Young Shepherd and the
Astrologer, are known in two states,—the first in pure line, the
second with the spaces between the lines filled up with the flick
work ; while in others, e.¢. Naked Child with three Cats (P.K. 7),
the I7oman Sleeping (P.K. 13), and the noble St. Jokn the Baptist
(P.K. 3), the shading is achieved almost wholly by the most delicate
flick work. The latter shows him, like Mocetto in a print of the
same composition, borrowing the figure probably from some design
by Mantegna, of which the existing versions (¢.g. Ambrosiana) seem
only school copies. One of his plates, the Skepherds in a Landscape
(P.K. 9), was left unfinished, the foreground and figures being added
later by Domenico Campagnola. It is natural to infer that Giulio’s
activity did not extend long after the latest mention we possess of
his existence.!

In the special character of his technique, the completion of
a skeleton lineal design by close graver flicks, Giulio Campagnola
finds his closest imitator in the engraver who uses the signature PP .
He has been identified, partly on the basis of the monogram, with
MarTINO DA UDINE (called also PELLEGRINO DA S. DANIELE),
but the distinctly Ferrarese character of his few prints, e.g. the
Pieta (P. 2), and the Triumph of the Moon (P. 4), has still to be
explained if this identification be correct.?

MarckLLo FocoLiNo, a painter who was working between 1520
and 1540, chiefly in Vicenza, has also signed a few engravings whose
flick-work shading takes its suggestion from Giulio Campagnola (e.¢.
the Nude 1Voman and Child, P. 3). Other prints, e.g. the Presenta-
tion of the Virgin (P. 2), are engraved almost wholly in line, but with
a softness of tone which seems to indicate the use of the dry-point.

Another small group of engravings,® which has been generally
assigned to the Milanese school, seems to be nearer in style of

! In the will of Aldo Manuzio (Jan. 1515), who charges his executor to get certain
cursive type cut by G. C. (see A. Baschet, A/do A1., Lettres et Documents, Venice,
1867, p. 47). Another famous artist of the period, who is known to have cut type
for Aldo, is Francesco Francia (see A. Panizzi, Chi era Francesco da Bologna ?
London, 1858 and 1873).

2 Martino worked in Ferrara at various times between 1504 and 1512, but there
is no evidence of a transformation of style sufficient to support the hypothesis.

3 For the attribution to Cesare da Sesto, see Passavant, Denfsches Kunstbl. i. 364.
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composition to the school of Campagnola, and in technical manner Master of the

finds its closest analogy in Marcello Fogolino. The Alegory with ?::ﬁi’:g of

Baptist.

F1G. 27.—Domenico Campagnola. Young Shepherd and aged Warrior.

a Nude and various Animals (attributed by Bartsch to Duvet), the
Beheading of Jokn the Baptist, and studies of a Stag and a Doe
(P. “G. Campagnola” 16 and 17) form the group in question.
The fact that the 4/egory is based on a drawing by Leonardo (in the
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Louvre) seems to be the only real connexion with Milan, while the
close analogies, both in technical manner and in the landscape
background to Fogolino, the suggestion of Giorgione in the Bekead-
ing of John the Baptist, and of Campagnola in the two animal
studies, seem greatly to favour the assumption that the artist
belonged to one of the provinces in the north-eastern corner of
Italy.

The work of DomeNIcO CAMPAGNOLA may be mentioned here,
though, like several of the engravers just referred to, it falls wholly
within the sixteenth century. None of his engravings are dated
except in the years 1517-18, but there seems little reason to doubt
his identity with the painter who assisted Titian in 1511 and
continued working in Padua until after 1563,! and to suspect two
personalities of the same name. Whether he was a Venetian or a
Paduan by birth is not certainly established, but the assumption
that he was a pupil and the artistic heir, if not a family connexion,?
of Giulio Campagnola is strongly supported by his completion of
the Skepherds in a Landscape, to which we alluded above. He did
not, however, follow Giulio’s stipple-method, and as an engraver
handles the line with a somewhat loose, though picturesque touch.
The Young Shepherd and aged 1Varrior (B. 8, Fig. 27) is a delight-
ful plate, with a romantic atmosphere and a method of design
which almost anticipate Salvator Rosa.

Near to the Venetian school is BENEDETTO MONTAGNA of
Vicenza, whose work centres in the first three decades of the six-
teenth century. His style was formed on that of his father,
Bartolommeo Montagna, and prints like the Sacrifice of Abrakam
(B. 1) and the St. Benedict with four Saints (B. 10), strong and
simple, if somewhat stiff in design, belonging perhaps to the last
decade of the fifteenth century, show him in this early phase. His
later plates, mostly of allegorical and classical subjects (several
taken from Ovid3) show him to have possessed the qualities of a
graceful illustrator, a delicate technique, and a real sense for the
possibilities of the small space he generally chose to use. Like
most of his contemporaries in Italy he occasionally copied and
borrowed from Diirer (e.g. the MNatfiwity, P. 35), and may have
received from the same source the suggestion for his ZPeasants
guarrelling (B. 30), an unusually realistic piece of genre for Italian
art of the period.

We have alluded above* to the school of niello, which found
its inspiration in the studio of the goldsmith and painter, 'rANCEscO

1 See G. A. Moschini, Pitfura in Padova, 1826 (pp. 61, 70, and 76).

3 J. Morelli's Anonimo refers to paintings in the Palazzo Cornaro, P’adua, as
by Domenico Venesiano allevato da Julio Campagnola, and there seems good reason
to regard this artist as D.C. (Ed. Frizzoni, 1884, p. 22).

3 Several similar designs are found in the cuts in the 1497 Venice edition of the

AMetamorphoses, and it seems probable that Montagna rather than the wood-cutter
was the plagiarist. 4 Sec pp. 42, 43.
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RaiBoLINI (FraNncia). Besides two niello plates in the Bologna
gallery, a few prints from nielli, e.g. the Profile Head (of a Bentivoglio?)
Duch. 350 (Brit. Mus.), can certainly be attributed to the master,
but it is more than doubtful whether we know any real engravings
by his hand.!
Among the many anonymous nielli and niello-like prints which P (Peregrino
come from his school, there is a group by an engraver who generally da Cesena?)

F1G. 28.—Benedetto Montagna, The Shepherd.

uses the signature, P, less frequently @ or OPDC. A print of the
Resurrection (Duchesne 122) is inscribed Opus Peregrini de Ces,?
but comparison with indubitably genuine works by the master

1 Cf. below, Marcantonio, p. 92.

2 Impressions with this inscription in the British Museum, Berlin, and Paris (Bibl.
Nat.). An impression in the collection of Baron Edmond de Rothschild signed Opus
Peregrino is described by Dutuit as an earlier state. The same composition is
seen in a silver plate in the British Museum, which is a far more egregious modern
forgery.
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(e.g. the Story of Abrakam, D. 9-14, Mars and Venus, D. 220,
Orpheus, D. 255, and Mucius Scaevola, D. 263) inclines me to re-
gard the work as an eighteenth or early nineteenth century fabrica-
tion, while admitting that the inscription may go back to some
authentic source. One of his best engravings in the niello manner,
the Neptune in his Car, is reproduced (Fig. 14). This sort of print
may have been largely used as model composition in goldsmiths’ and
engravers’ studios, and in this instance there are at least two other
versions of the subject known,—one a niello even nearer Francia’s
own manner (Gutekunst sale, Stuttgart, 1899, No. 864), and the
other a print which has been attributed to Marcantonio.!

Scarcely any engraving was produced in the North of Europe
during the fifteenth century outside Germany, the Netherlands,?
and Italy.

In a French translation of Breydenbach’s Z7awvels, published at
Lyons in 1488, there appeared engraved copies of the large wood-
cuts of the original Mayence edition of 1486, but apart from this,
there are only isolated instances of engravings which can be
definitely regarded as French. One of these (dating probably
about 1460), a LZLion-King from a set of cards (Dresden)? is
evidently suggested by the work of the early Master of the Playing
Cards. In technical style it is similar to the French wood-cut of the
period, with a characteristic meagreness of line.

Spain has even less to show than France in engraving during the
fifteenth century. Three playing cards in the Berlin Print Room,
with Valenzia inscribed on medals (with coats of arms) which are
supported by the figures, are perhaps the best examples. They
are poor productions, and of an even lower order than the work
of the Master of the Year 1464, standing in style midway between
the work of that master and the early Florentine engravings in the
Fine manner. Among certain crude engravings in the National
Library at Madrid, such as the Beato Carlo de Viana in a Gothic
Nicke, and a Wheel of Fortune, is a modern impression from an old
plate with Scenes from the Life of Christ and St. Eulalia, patron
saint of Barcelona. The last example, which bears the signature
Fr. DOMENECH 1488, is the only Spanish print of the period with
indication of date and authorship.

1 See below, p. gr.
2 From the close connexion of Burgundy and Flanders in the 15th century, we
have chosen to classify certain engravers, who might with equal justice be claimed

for the honour of France, with the Netherlandish school. Cf. pp. 23, 24.
3 Lehrs, Chronik. ii. 2.



CHAPTER 1II

THE GREAT MASTERS OF ENGRAVING
THEIR CONTEMPORARIES AND IMMEDIATE FOLLOWERS
(About 1495-1550)

AMONG the engravings of the fifteenth century there is much that
possesses great interest and charm, but little which can be regarded
as the work of artists of supreme genius. Of that little is the work
of Mantegna, while in the north Schongauer is almost the only
engraver who at all closely approaches the level of a great master,
and he is still too trammelled by Gothic conventions to rise to the
height of a great personality. The close of the century heralds the The great
activityof three engravers, Diirer, Lucas van Leyden, and Marcantonio, triumvirate.
in each of whom technical mastery was united to a high measure of
artistic genius. The first of these, Albrecht Diirer, can be pro-
nounced almost without qualification as the greatest of all line-
engravers—a man who had found in this phase of art a means of
expression perfectly at one with his genius. An artist of the most
solid conviction and concentration, he is none the less by far the
most versatile genius of the triumvirate. Far from being merely
the engraver, it is difficult to say whether he excelled most in this
field, as a designer for wood-cut, or as a painter, while an inquiring
spirit led him, like Leonardo in Italy, to probe many theories that
lay about and even beyond his art. Lucas van Leyden is an artist
of a frailer calibre than Diirer, and prone to lose himself in imitation
of stronger men, each of his great contemporaries in turn dominating
his style. Nevertheless he had no lack of original power, and, when
most himself, achieved work which fully justifies his place in the trio
of the master engravers. In Marcantonio a stronger spirit than
Lucas van Leyden’s yields itself voluntarily to the interpretation of
the ideas of others. He was essentially a specialist ; in fact, no
work of his in any other medium than engraving! is certainly
authenticated, though no doubt some of his studies may be hidden

1 Besides the line-engravings his only authenticated work is a wood-cut of the

Incredulity of Thomas, which appeared in the Epistole ¢! Evangeli, printed by N. and

. D. dal Gesl, Venice, 1512 (printer's error for 1522?), (see Lippmann, Jakré. i. 270),
but he is probably only the author of the design and not the cutter.

71
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in the mass of unattributed, or wrongly attributed, drawings of the
Raphael school. Taking Diirer as his model, he simplified and re-
fined until he attained a system which, regarded simply from the
technical point of view, is without a rival. But the chief tenour of
his work, the reproduction of alien composition, though done in the
reverse to a servile spirit, puts him immediately on a different plane
from Diirer, and it was the harbinger of the host of servile repro-
ducers who formed the greater part of the line-engravers during the
next two centuries.

ALBRECHT DURER was born in Nurembergin 1471, the sonof a
goldsmith who had migrated some fifteen years earlier from Hungary.
His first education in art must have been in his father’s craft, but his
real apprenticeship was passed under the painter Michel Wolgemuth,
who is perhaps most widely known for his wood-cut illustrations to
Hartmann Schedel’'s Chronicle of the World (Nuremberg, 1493).
If the early training in his father’s shop gave Diirer the required
facility in handling the graver, it is certainly to Wolgemuth that he
owed the inspiration to design the wood-cuts which form, perhaps,
the most powerful achievement of his life. Diirer could hardly
have found a master morc essentially Gothic in his style than
Wolgemuth, whose work, though extending well into the sixteenth
century, is characterised throughout by all the stiffness of line and
uncouthness of figure which Germany was capable of displaying in
the fifteenth century. But though Diirer himself retained till the
end some of the limitations of the Gothic tradition, he was from the
first evidently struggling towards a more universal ideal of beauty
which scarcely a single German artist before his time, with the
exception of Schongauer, had in any degrec realised. Diirer’s
earliest enthusiasm not unnaturally centred in the painter of
Colmar, and here too he found the model on which he formed his
style and system as a line-engraver. Leaving Nuremberg in 1490
for some years of travel and study, he may have come into touch
with Schongauer while in the neighbourhood of Basle, but there is
evidence that he never met the master face to face. Though long
a matter of dispute, an early visit to Venice about 1495 seems
now to be almost an established fact, but hitherto no uncontested
allusion to it has been found in Diirer'’s writings.! Apart from

1 It is at least the most natural explanation of the passages und das Ding, das mir
vor eilf Johren so wol hat gefallen, dass gefillt mir its niit mehrin a letter from Diirer
to Pirkheimer, dated Venice, 7th Feb. 1506 (see K. Lange, D's Schriftl. Nachluss,
1893, p. 22 ; Thausing, D's Briefe, 1872, p. 6). An earlier visit seems also to be
assumed by C. Scheurl in his Lidellus de laudibus Germanie (Leipzig, 1508),
who refers to Diirer's journey of 1505-7, cum nuper in ltaliam rediisset.  Two
other pieces of evidence may be cited : (i) the.landscape in the engraving of the
Large Fortune (B. 77) of about 1502-3 is undoubtedly suggested by Klausen, a
little town between Brixen and Botzen on Direr's route towards Trent zia the
Brenner Pass. See Haendcke, Chronologie der Landschaften Diirer's, Strassburg,
1899. (ii) Every characteristic of the early water-colours of the Tyrol points to
their production on an earlier journey than that of 1505-7.
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these early years of wandering, a second visit to Venice in 1505-
1507 (partly undertaken to protest to the Venetian Senate against
Marcantonio’s imitations of his prints), one or twovisits to Wittenberg,?
and a journey to the Netherlands in 1520-21, of which he has
left a diary, the master was working almost entirely in Nuremberg
until his death in 1528,

The earliest date found on any of Diirer’s engravings is that
on the Four Nude 1Women of 1497. He has not yet learnt to
render the human form with any subtlety of modelling, and his
engraving has hardly attained the solidity of structure seen in the
best of Schongauer’s prints. But this realistic study of the nude is
a fresh factor in German art, and perhaps the only means by which
he could surmount the limitations of his predecessors, and escape
from the entanglement of ill-placed drapery, which only succeeded
in hiding or distorting all the essentials of the human frame.
Several other plates, to judge from their very closeness to the older
traditions, as well as their undeveloped power of drawing, must
certainly precede this work of 1497 by some two years at least.
Most elementary of all, both in faulty foreshortening (e.g. the child
flat against its mother and the squash figure of Joseph behind the
bank), and in the abundance of angular folds, is the Holy Family
with the Dragonfly (B. 44). The Offer of Love (B. 93) and the St.
Jerome (B. 61) are others of a similar type, still loose in draughts-
manship, and somewhat incoherent in landscape. Quite the noblest
of this early group is the Prodigal Son (B. 28), where the back-
ground of simple sheds and gabled houses offers the young engraver
forms which he can perfectly master. The kneeling figure of the
Prodigal presents problems which still baffle the artist, though
the power of human expression is already wonderfully developed.
. After the turn of the century there is a remarkable advance
both in technical skill and in the comprehension of form. As a
display of agility in engraving, in the perfect realisation of the
slightest shades, e.g. in the surface texture of the helmet, as well as in
its harmony and balance as a composition, the Coat-of- Arms with the
Skull of 1503 (B. 101) is a masterpiece. In the field of formal
composition and in brilliance of engraving there is nothing which
surpasses it in Diirer’s work, if it be not the Coat-of-Arms with the
Cock of some nine years later. The reality of Diirer’s progress in
every direction may be estimated by a comparison of the 4dam and
Eve? of 1504 (B. 1) with the earlier nude study we have already

! In the service of Friedrich the Wise. There is evidence of visits in 1494-95
and in 1503. For art at Friedrich’s court see R. Bruck, Friedrich der Weise als
Forderer der Kunst, Strassburg, 1903. Bruck considers that the earlier visit ex-
cludes the early journey to Italy,-—not, I think, a necessary conclusion. Weisbach
(Der Junge Diirer) admits the necessity of Bruck's conclusion if his premises are
correct, but doubts whether the .{/brecht in question be really Diirer.

2 Two trial proof states of this engraving are known (British Museum and
Albertina) which are of great value as showing Diirer's method of work. He first
lightly engraved the outlines, and then finished piece by piece separately, leaving
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referred to. A system of cross- hatching of the most regular

and delicate order, seconded by a perfect mastery of clear cutting,

now correctly expresses the minutiee of modelling ; while in the

earlier prints an imperfect knowledge of form was combined with

an irregular and undeveloped lineal system. Moreover, in his ideal

of human form' the change is remarkable. From the exaggerated

ugliness of the earlier nude he has arrived at a feeling for classical

beauty, which can only have come from the study of Itflian models,

and in this plate it is the influence of Jacopo de’ Barbari that

Diirer and  speaks so clearly. This artist, who was in sundry parts of

ﬁb:ide Germany between 1500 and 1508, is known to have been in Nurem-

: berg in 1505, while in 1503 he must have met Diirer at Wittenberg

where both were working for the Elector of Saxony. But the

assumption of an early journey to Venice, to which we have already

referred, places the first meeting of the two engravers probably as

far back as 1495.! Whether at this early period or not,? it must

have been at least no later than 1500-1501 that Diirer saw the

study of a “ man and woman, drawn according to a canon of propor-

tions ” (awus der Mass), which he himself admits3 was the first

suggestion to his own studies in the proportion of the human

figure. But it was a mere suggestion, as Barbari evinced unwilling-

ness to explain the subject,* and Diirer started to develop his own

theories on the basis of Vitruvius and his own speculations. He

seems to have modified his treatment after his second visit to Italy,

possibly through further knowledge gained from Luca Pacioli,?

whom he may have met in Bologna. The Adam and Eve, in whose

style Barbari’s influence has already been remarked, is the best

example among the engravings of figures constructed according to

canon, several original studies® being witness of Diirer’s develop-
ment of the subject.

A general connexion of ideas may be noted in several of the
prints of Diirer and Barbari, e.g. in their Satyr Families, as well as
correspondence in various details (e.g. the head of Neptune in
the completion of the figures to the last. The Hercules (B. 73) is the only other
print of which a proof state of similar interest is known (Berlin, Albertina), though
slight differeaces of state have been noted on some sixteen other prints.

1 See passage quoted in note 1, p. 72. Whether das Ding is Barbari himself
or a mere phase of art, such as the Vivarinesque, is a much debated question.

2 A ‘proportion’’ drawing of a reclining woman (closely related to the 4 mymone of
the engraving) in the Albertina is dated 1501. . The date 1500 on a standing female
figure in the British Museum has been disputed (cf. Justi, Construirte Figuren in den
Werken 4.D's., Leipzig, 1902.)

3 In an unpublished sketch in the British Museum for the preface of his Propor-
tionslehre (seec Sir W. M. Conway, Liferary Remains of A. D., 1889, pp. 165,
253-54 ; K. Lange, D.'s Schriftlicher Nachlass, 1893, p. 340).

4 No writing on the subject and no ** proportion * drawing by Barbari is known,
nor do his own engraved figures evince any deep study of such theories.

5 The author of the Divina Proportione, Venice, 1509 (with wood-cuts after
designs by Leonardo). He owed much of his system to Piero della Francesca and

Leonardo,
6 K.g. in the Albertina (Vienna), and Lanna collection (Prague).
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Diirer's Rapge of Amymone! with that of the Triton in Barbari’s
Triton and Nereid), but their respective plates of Apollo and Diana
form the most striking instance of their artistic relation. In
describing Barbari’s work, we have expressed the opinion that
Diirer probably owes to the former the suggestion for his engraving,
though the final correspondence in treatment is inconsiderable.

An even more powerful influence than Barbari on the develop- Direr and
ment of Diirer's style was that of Mantegna. There are two Mantegna.
drawings by Diirer in the Albertina (dated 1494), after this
engraver’s Battle of the Tritons and DBacchanal with Silenus,
and he embodied the same ideals in several of his plates, most
evidently perhaps in the Rage of Amymone (B. 71), and in the
allegory which is generally called the Hercules? (B. 73), both
belonging to about 1500. The latter plate is a most curious medley
of plagiarisms : the reclining woman is from Mantegna, the woman
with the club is directly copied from an anonymous North Italian
engraving of the Deatk of Orpheus (P. V. 47, 120, in Hamburg),
while a figure used in the standing Hercules (a study for a Rape of
the Sabines, in the Bonnat collection), seems to be borrowed from
some lost drawing by Pollaiuolo. Diirer is as candid and free in
his adaptation as Rembrandt, and, in fact, as all the greatest original
creators are wont to be.?

Very soon after the return from Venice he must have started The Copper-
the series of sixteen prints which constitute the Copper-plate Passion. Plate Passion.
The Descent from the Cross (B. 14), is dated 1507 ; two plates belong
to 1508, one to 1509, the majority to 1512, while last in order (if
indeed it strictly belongs to the series at all) is the Peter and john
healing the Cripple, of 1513. From problems of proportion in
designing single figures, Diirer had come to treat proportion in its
relation to composition as a whole, and the Passion plates form
the chief attempt in his engraved work in dealing with many figures
in limited space. If some of the earlier examples are lacking in
balance, e.g. the Descent from the Cross, the later plates, in particular
the Christ bearing the Cross and the Peter and jJokn, are wonderful
in their concentrated significance, the last, most of all: a darkly
shaded background, such as Diirer affected more and more in his
later work, and the expression in the two foremost actors thrown
into prominence by the light which falls across Peter’s shoulder
into the face of the cripple, are but two elements which help to
induce the concentration of idea which Diirer was the first of
Germans to accomplish.

Several isolated compositions, nearly all of the same small
dimensions, fall into the same period as the Passion series. We may

1 Also called the Sea-onster.

2 Other titles are the £gffects of Jealousy, and the Great Satyr.

3 Before leaving the question of Diirer's copies from Southern originals we may
refer to his drawings after the so-called *‘ Tarocchi Cards'' (British Museum and
Paris ; see Diirer Society, 1906).
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mention the Zhree Genii with Helmet and Shield (B. 66), where the
putto motive might have been suggested by some Florentine niello
(like that reproduced in Fig. 13), and the two plates of St. George,
one of which is given in our frontispiece.

If advance in technical power was possible after such achieve-
ments as the Coat of Arms with the Skull, it was directed to
simplification rather than further finish. While in the latter and the
Adam and Eve, the lines of shading are almost lost in the subtlety
of the shading, in most of the plates of the Passion series the use
of line is economised and individualised (if we may so refer to the
part played by each stroke) in a manner far more in keeping with
the general maxim that the artist should never belie his medium,

FI1G. 29,—Albrecht Diirer.  St. Anthony before the Town.

or so handle it as to attain an end which could be better realised
by some other method.

From about the same period Diirer begins a series of simpler
studies, where merely geometrical problems of construction become
completely secondary to that of human expression. Viewed in this
light, the Adam and Ewve, great as it is, barely exists as a work of
art, while of the little plates of the Virgin and Child (there are nine
between 1511 and 1520), one is only more perfect than another.
Most remarkable, perhaps, in beauty of composition and engraving is
the Virgin by the Town-wall of 1514 (B. 40), while in ¢ intimate-
ness” of feeling Diirer touches us most nearly in the Firgin
nursing the Child of 1519 (B. 36). The introduction of the walls
of his native town which gives so perfect a background to the Virgin
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and Child (B. 40) seems no less inseparable from the St. Anthony
reading of 1519 (Fig. 29), so wonderfully is the whole combined.
It may be noted here that the town, or the background in this case,
though suggested partly by elements of the Burg at Nuremberg, is
more particularly taken from a drawing Diirer made of Trent (now
in Bremen).

Three of the most ambitious, if not the most successful plates
that Diirer produced, fall in the years 1513-14: the Knight,
Death, and the Devil (B. 98), the St. Jerome in his Study (B. 60),
and the Melanckolia. 1f the beauty of the last is somewhat
impaired by its crowded and obscure symbolism, the Knight, Death,
and the Devil, though less brilliant than the Melancholia in
engraving, drives home all the more for the directness and force of its
intention. With Death staring him in the face, and the Devil
ready to catch him if he trips or turns, the Knight rides on with
foreboding of danger, yet firm resolve marked in every line of his
face, too intent even to cast a glance at the distant city which
is his goal. As a draughtsman of animals, which figure in all
the three prints, Diirer never escapes a stiffness which is not merely
that of convention, but a lack of practice or of the particular
aptitude of the realist in representing these most restless of
sitters.

Diirer is one of the earliest of all the portrait engravers, the few
before him in Germany who attempted anything in this field (e.g.
the Master of the Amsterdam Cabinet and W2B!) leaving mere
isolated examples of no great value; while in the south, if one
excepts an early Florentine profile of a lady? and a few heads
engraved in the style of Leonardo, there is scarcely anything until
the Pietro Aretino of Marcantonio, which was perhaps not done
until after the latest of Diirer’s portraits. Earliest in date and
finest in execution is the smaller A/breckt of Brandenburg of 1519
(B. 102), which is reproduced (Fig. 30). In the three larger portraits
of 1523-24, the Albrecht of Brandenburg in profile (B. 103), Fried-
rich the 1Vise, Elector of Saxony (B. 104), and IVilibald Pirkheimer
(B. 106), there is greater breadth of line and a certain monumental
power. But, it must be confessed, they are not the work of the born
engraver, for despite the wonderful delineation of all the intricacies
and undulations of feature, they lack in the expression of real in-
dividuality. Even one of the latest, the Erasmus of 1526, tells us
little of the man himself, though we seem to know every
particle of his features; it is first and foremost a composition of
still life, of wonderful design and brilliance of technique.? If in any

1 See p. 3I1. 2 See p. 39.

3 The plate was based on some drawing taken from the life in the Netherlands,
1520-21. Erasmus’s own words in relation to the likeness are cold, courteous, and
worth quoting : si minus respondet cffigics mirum non ¢st.  Non enim sum is qui fui
ante annos quingue (letter of 3oth July, 13526).

The portraits.
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of his portrait engravings the decorative factor vields to the expres-

FiG. 30.—Albrecht Diirer. Portrait of Albrecht of Brandenbury.

sion of personality, it is in the Aelancthon (1526), which is the
simplest of all in its technical structure and secondary ornament.
Besides his linc-engravings, Diirer has left us a few dry-points
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and etchings. Of the three ! dry-points two are dated, both in 1512 The dry-
—a Man of Sorrows (B. 21) and the magnificent St. Jerome (B. 59, points.
Fig. 31). A large Holy Family (B. 43), not dated, but certainly
belonging to the same period, is less successful. In the St. Jerome

the value of the burr of dry-point is so completely realised that one

F16. 3r.—Albrecht Diirer. St Jerome in the Wilderness.

wonders that Diirer did not recur to the method later. ‘The most
practical explanation might be the right one, that the few good
impressions that could be taken would not repay him for his labour,
at a time when a single impression of an engraving was probably
sold for a small price, and before the public had realised the special

! There are good reasons to think that the little S¢. 1 eronica {B. 64), dated 1510,
(of which the only impressions are in Dresden and the Albertina), is a later fabrication.
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artistic value and the limitations of the new method. After Diirer
we find dry-point practised very little, and never with any apprecia-
tion of its possibilities, until the time of Rembrandt.

Diirer was one of the pioneers of the art of etching. A plate by
Urs Graf! is dated 1513, fe. two years before any of Diirer’s etched
plates ; but this is an interval of small account, and the extraordinary
power of two, at least, of the six plates etched by Diirer immediately
places them in the van of the progress of the art, and indeed in the
foremost rank of all etchings. They all occur between 1515 and
1518. The Man of Sorrows of 1515 (B. 22) is hardly successful
as a print, differing too little in its quality from that of penwork ;
but the same year sees the creation of the Agony in the Garden
(B. 19), which is among the most wonderful of all his compositions.
In the next year fall the Angel displaying the Sudarium (B. 26) and
the Pluto and Proserpine (B. 71). Then there is a curious plate
sometimes called the Man in Despair (B. 70), which seems to be
little more than a study of various figures and faces, and is perhaps
as early as any of the rest. In his last plate, the Cannon, B. 99
(part of which is reproduced, Fig. 42), the line is handled with
much greater vigour, and the biting is completely successful. In
the treatment of landscape it must have done much to give the
particular direction to the early German school of landscape etchers,
to whom we shall refer in our next chapter. All these etchings are
on iron, and all have the rough characteristics arising from the fact
that the material, of less uniform texture than copper, would be
bitten with less regularity. It could hardly be the lack of know-
ledge of a proper mordant for copper which kept Diirer to the use
of iron, though this reason has often been suggested; far more
probably it was the feeling, shared by some modern artists, that the
very roughness of the metal is more in keeping with the less precise
character of the etched line.

But Diirer's genius was not by nature most adapted to the
vagaries of line, by which all the greatest etchers seem to obtain
significance almost subconsciously. He was above all others the
artist whose every line is laid with conscious thought. He is the
most perfect representative of that factor in the style of the “Old
Master ” which stands in such contrast to the less formal elements
of design which are more strictly “modern” in feeling. In his
painting, as well as in his engraving on wood and metal, the part
played by each stroke is so considered, the harmony of each factor
with the whole so absolute, that it would seem impossible to take
away, add, or alter the slightest element without altogether impairing
the effect of the whole composition. Such were the conditions
which, according to the architect Leon Battista Alberti, constituted
‘“beauty ”; and we may allow at least that they constitute a certain
‘““formal dignity,” which is no small element in the former. Beauty,

1 See Chap. IIL p. 105.
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in the secondary sense of “grace” of form and feature, we cannot
admit that Diirer often expresses, but he is no whit the smaller
artist for the lack of it. Despite all he learnt from Italy,
he remained essentially a true German, and a noble type of the
national character. He was solid, scientific, conscious in all his
creating. Learning his art from masters who were still in the youth
of artistic development, his whole work shows a progress towards an
ideal which the trammels of Gothic tradition never left him free to
attain without a struggle. By the very energy spent in its realisa-
tion, his accomplishment is all the more intense in its expression.
He recognised the truest limits of the medium in which he worked,
never allowed technical virtuosity to have the better of the central
aim of significant composition, and established a balanced style
which remains the most perfect model of the line-engraver’s art.

Before approaching the more immediate school of Diirer, we
may just refer to two engravers who owed much to him in their
development, but probably found their earliest inspiration like Diirer
in Schongauer. Our chief interest in the Swiss artist URs GRAF Urs Graf.
centres in his two etchings, one of which is the earliest dated etching
known (1513).! Besides these he has left little more than halfa-
dozen engraved plates (among which are two copies from Schon-
gauer and one after Diirer), but in none of them does he express
himself so well as in his wood-cuts. HANs BALDUNG, a German of Hans Baldung.
the vicinity of Switzerland, came under similar influences, and, like
Urs Graf, was far more prolific as a designer for wood-cuts than as a
line-engraver. A genial adaptation of Diirer’s treatment of form
characterises the style of his few line-engravings (e.g. the Horse and
Squire), as well as his work in other fields.

During the sixteenth century Diirer’s influence was paramount
in Germany, and found a multitude of imitators and copyists in the
Netherlands and in Italy. But in Germany an even more powerful
influence was the renaissance of feeling for classical form which
began to find so many adherents North of the Alps. Towards the
end of the century the Italianisation of German artists and their
complete desertion of Diirer’s ideal left an art as empty as it was
unnatural and affected. But for some two or three decades after
Diirer’s death a group of artists, who, from the small dimensions of
most of their plates have been called the LiTTLE MASTERS, managed The Liule
to steer midway between the two currents, and produced a host of Masters.
tiny plates as graceful as they are excellent in engraving. )

ALBRECHT ALTDORFER, who was the oldest artist in the group, Albrecht
was the least dependent on Diirer in the formation of his style, Altdorfer.
He was born in 1480, and most of his life was spent in Regensburg,
where he died in 1538. The earliest of his engravings are dated
1506, but a plate like the Fortune on a Globe with a Genius, of
1511, still shows him undeveloped in the use of the burin. Archi-

1Cf. Ch. 111 p. 105.
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tect as he was, he may at first have given rather the amateur’s

attention to painting and engraving. If his technical power is in

consequence of secondary merit, the intimate personal touch which

he gives to the expression of cach small composition secures him

almost the highest place as an artist among the Little Masters.

His characteristic flat drawing of a child’s face is forgotten in the

atmosphere of human feeling which distinguishes plates like his

large Virgin and Child (B. 17). Perhaps his greatest distinction

among the Little Masters is his feeling for landscape, and as a

landscape etcher he was the inspirer of a large following (e.¢. Hirsch-

vogel, Lautensack, and Wolf Huber—the latter, however, not an

engraver in metal), which from its

fountain-head is not inaptly termed

the Regensburg school.! In pure

landscape his work is almost entirely

in etching, but none of his contem-

poraries knew better than he how to

give a romantic colour to his subjects

by the background of woods and hills.

‘The Pyramus and Thisbe (B. 44, Fig.

32) and a St. Christopher (B. 19) are

good examples, while his power of

expression is perhaps at its highest in

the Crucifixion (B. 8). He may owe

something of his style to Lucas

CRrAaNACH the elder (a Bavarian, born

in Cronach, near Bayreuth, in 1472),

who, in his early paintings, and the

one engraving of this period (a

F1G. 32.— Albrecht Alidorfer. Penance of St. John Chrysostom),

Pyramus and Thisbe. shows just those elements of land-

scape, steep hills, pines, and larches

with their drooping foliage which are the characteristics of the

Regensburg school. Cranach’s work was far more that of a painter

and designer for wood-cuts, and mostly done in Wittenberg, where

he settled as painter to the Saxon court about 1504. Except for

the St. John Chrysostom, Cranach’s eight engraved plates consist

of portraits: three of Friedrich the Wise (of 1509 and 1510, the

latter with Jokn the Constant, and another undated in which he is

adoring St. Bartholomew), three of Luther (1520-21), and a copy of
D