


























vi INTRODUCTION.

illustration of many different books. The normal occurrence
seems to have been for a printer to order from the woodcutter,
usually employed by him, a set of cuts to serve as illustrations
for some particular book, or set of books, and, after using them
for that purpose, to turn them to account again and again as
opportunity arose. At length the blocks were either worn
out and laid aside, or they were sold to some other printer,
to whose customers they would come with the freshness of
novelty. Thus it became necessary to change the list of prints
found in the fifteenth century books to a list of blocks cut
in the fifteenth century, care being taken to note in the case
of every block the various occasions of its use. The distribu-
tion of these blocks into classes (according to their styles) as
the work of different woodcutters was thus rendered a matter
of little difficulty ; and so the passage backwards from prints to
blocks, and from blocks to woodcutters, was complete.

At first T had intended to include the so-called Block-books
in this investigation; but the problems connected with them
are so different from those connected with the woodcuts in
books printed with moveable types, that the force of circum-
stances prescribes an independent treatment for the two. The
only Block-books, therefore, mentioned in this volume, are those
of which the very blocks were cut up, and the pieces used as
illustrations in books printed at a later date in the ordinary
manner. Thus the limits of time naturally imposed upon me
were from the date of the introduction of moveable types into
the Netherlands down to the end of the year 1500. The limits
of space, by no means arbitrarily chosen, were the boundaries of
the existing kingdoms of Holland and Belgium. It is to be
observed that this investigation was alone rendered possible by
the life-long work which has produced two books, such as no
other country can boast—the Monuments typographiques des
Pays-Bas au xv* siécle of M. Holtrop, furnishing an exhaustive
collection of specimens of all the known presses, and the equally
exhaustive list of the books which is contained in Dr Campbell’s
Annales de la Typographie Néerlandaise au av® siecle.  Without
the existence of such works no attempt could have been made,
with any prospect of success, to attack the history of the
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woodcuts employed at the presses which have been the subject
of such prolonged methodical research. Until Germany and
France set themselves patiently to follow in the footsteps of
Holtrop and Campbell, our acquaintance with early French and
German printing, and therefore @ fortiori with the -early
woodcut illustrations of French and German books, cannot but
remain in a condition of vagueness and uncertainty.

After two months’ work my list of the woodcuts (falling within
these limits), contained in books in the Cambridge University
Library, was complete. Throughout that time Mr Bradshaw
had constantly helped me in every possible way, and I must
here, once for all, assert that whatever of correctness, complete-
ness, and thoroughness the following book may contain is chiefly
due to him. By his advice and assistance I determined to
undertake a thorough study of the subject. From Dr Camp-
bell's Annales de la Typographie Néerlandaise aw xv° siécle
we were enabled to form a list of all the books containing
cuts, and of the libraries where copies of them could be seen.
These libraries were visited in'turn. First I went to Dublin,
where a few very precious volumes are preserved in the Library
of Trinity College. Then, in July 1879, I went to the Hague,
the natural headquarters of an investigation of this kind.
There Dr Campbell greeted me with open arms, and gave me
every facility for work that it was possible to desire, besides
placing at my disposal the valuable results of his own long ex-
perience. At Haarlem, Amsterdam, and Deventer I was received
with equal kindness. At Utrecht Professor Doedes willingly
allowed me access to the rare volumes, of which he is so worthy
a possessor, and at Gouda M. Koemans was similarly generous.
I then went to Alkmaar, hoping to find in the possession of a
gentleman there the unique copy (mentioned in the Annales)
of a Schoonhoven Spieghel der volmaectheyt. The gentleman
was with difficulty identified as the local saddler, who indignantly
repudiated the idea that he was the possessor of any books
whatever, except his ledger and a Bible. The book in question,
as I afterwards learnt, had passed into other hands, and had
been bought by Mr Bradshaw at the Van der Willigen sale at
Amsterdam in 1875. On my return I saw it in his rooms,
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The next places visited in turn were Bremen, Hamburg,
Liibeck, and Wolfenbiittel, at all of which the books required
were forthcoming. At Helmstadt I was less fortunate; for,
though the Accursius Pisanus I wanted was presently found,
the single woodcut it should have contained proved to have
been cut out. At Berlin, Dr Lippmann, with his usual courtesy
to foreign students, gave me every possible assistance in my
work.

One of the things I was most anxious to see was the
« Figures gravées en bois de la vie de Jésus-Christ” (CA. 746).
From the descriptions of Murr and Heineken, referred to by Dr
Campbell, it seemed possible that these Figures might prove to
be leaves of some lost Block-book, though the cuts were well
known as constantly used by Gerard Leeu, and altogether in
the style of one of the woodcutters employed by him. The last
place where they were recorded to have been seen was the
Library of the suppressed University of Altorf. No one could
tell me whither that Library had been transferred, until, by
chance, I met a lady at Dresden, who informed me that her
father was a student at Altorf, at the very time the University
was suppressed, and that he was obliged to go to Erlangen
to complete his studies. So to Erlangen I at once went,
arriving there on a winter’s afternoon, five minutes before the
hour for closing the Library. I hurried from the station, leaving
my luggage to look after itself, rushed, with somewhat unseemly
haste, into the room of the excellent librarian, Dr Zucker, and
cagerly enquired whether the sheets, for which I had so long
been searching, were under his charge. He quickly recognised
and laid his hand upon what I wanted, and set it aside for
examination on the following day. It was with a feeling of
satisfaction and relief that I went out and watched, from the
hill-slopes behind the town, the sun set below the edge of the
wide snow-clad plain, out of which the towers of Niirnberg
arose like ghosts in the misty distance.

From Erlangen I travelled to Niirnberg, and from Niirnberg
to Munich, and this formed the southernmost limit of my
bibliographical tour. Both at Munich, Darmstadt, and Frank-
furt T met with the same kind treatment as clsewhere,
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and the fates were still propitious, though they were not long to
remain so. At Coblenz only one of the books wanted was
forthcoming ; at Trier it was impossible to lay hands upon any
of the volumes in my list; at Coln the same ill-luck awaited
me, both in the Town Archives and in the Catholic Gymnasium.
It was not till I reached Brussels that the tide of fortune turned,
and there I had not fortune to thank, so much as the presiding
genius of M. Ruelens, who forwarded my wishes with the
readiest and most competent help. To M. Hymans the Keeper
of the Prints I am likewise indebted for several valuable hints.
In the same town M. Alphonse Willems was kind enough to
give me access to his books, and M. Olivier supplied me with
information on one or two points where information was of real
value. At Louvain, notwithstanding the willingness of the
good Librarian to assist me in every way, I was only partially
successful in finding the books wanted. At Ghent, on the
other hand, M. Ferd. Vander Haeghen not only found all
the books in the University Library for which I asked, but
some of which I had not heard, and he procured for me the
opportunity of studying at leisure a number of volumes
in the valuable Vergauwen collection, since dispersed. The
only library of importance in Holland or Belgium which I was
not able to see was that of the Duc d’Arenberg. It is under-
stood to be for the present (since the death of the late Duke)
packed away in boxes and absolutely inaccessible.

After a brief visit to England, early in ‘1880, I continued
my journey, going first of all to Paris. M. Léopold Delisle and
M. Thierry of the Bibliothéque Nationale showed me the
courtesy which has become traditional in all parts of that insti-
tution, and makes work there particularly pleasant. From
Paris I went to Cambrai, and thence to Mons to see the unique
copy of the Ezercitium Block-book. A few more days were
spent in Belgium and then another three weeks in the Royal
Library at the Hague, where Dr Campbell was, if possible,
kinder and more helpful than ever. This brought my labours
on the Continent to an end. In England there remained only
the Library of the British Museum, after a series of visits to

which I returned to Cambridge and once more went through
ab
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the books in the University Library, revising, by the light of a
larger experience, the notes which had been taken there before.
Between the beginning of April and the end of July, 1880, the
results of my work were written down at Cambridge, with the
constant help of Mr Bradshaw, as referee upon all points of
difficulty connected with the bibliography of the subject; and
the book took very much the form in which it now appears.
No part of it however saw the light for some year and a half,
and then portions of Part I. appeared as articles in several con-
secutive numbers of the Bibliographer (Lond. 1882).

Finally, by the liberality of the Syndics of the University
Press, the missing link in the chain is supplied, and my book
has been enabled to see the light. In passing the sheets
through the press Mr Bradshaw has again been my good genius,
ever ready with his sympathy and with large and precious
sacrifices of his time. Dr Campbell has likewise been most
kind in reading the proofs for me, and Mr Harold Lafone, of
Trinity College, Cambridge, has done me a similar service so
far as Part I. is concerned. I have also to thank Mr Karl
Pearson for suggestions which have led to valuable results.

It remains, in order to render more intelligible the general
course of development of the art of Woodcutting during the
period dealt with in the following chapters, and to show more
precisely the scope of the present work, to make a few general
remarks at this point upon the whole subject.

At the time when the Block-books were printed the
style of woodcutting was very simple. It consisted in ren-
dering with pure outline the designs drawn upon the wood.
The prints were intended to be coloured, and the out-
lines were mere guides for the illuminator. Hardly any
shade hatchings were introduced, but the main lines were
left free and cut with great care and often with much real
art. When moveable types came into use in the Netherlands,
the first books printed by means of them were not illustrated, if
we leave out of account such an exceptional work as the
Speculum. When however, after the year 1475, woodcuts began
to make their way, as illustrations, into printed books, they
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were at first cut in the same style as the woodcuts of the
Block-books. This school of pure line work is represented
best by the Utrecht and First Gouda Woodcutters. The Second
Gouda Cutter inaugurated what we may call the Transitional
School, which covered approximately the years 1482—1490.
Its style still lays much stress upon the outlines but employs
shade hatchings in considerable quantity. The most character-
istic worker belonging to it was the Haarlem Cutter, and
his influence was felt all over the country. He retained
something of the naiveté of the earlier workmen, at the same
time introducing more of the pictorial element into his cuts.
In the year 1491 French woodcuts found their way into
the Netherlands, and they swiftly produced a revolution in
the art. The characteristic quality of the French cuts is the
large masses of delicately cut shade lines which they contain.
The workmen of the Low Countries, finding these foreign cuts
rapidly becoming popular, endeavoured to imitate them, but
without bestowing upon their work that care, by which alone any
semblance of French delicacy could be attained. From the year
1490 onwards, Dutch and Flemish cuts always contain large
masses of clumsily cut shade. The outlines are rude; the
old childishness is gone ; thus the last decade of the 15th cen-
tury is a decade of decline. Such is briefly the course of the
art as described in the following work.

It seemed best to divide the book into three parts, not only
because that was the most natural arrangement—the Woodcutter,
the Woodcuts, and the Printer receiving prominence in turn—
but also because the volume is more likely in this form to be of
service to students of different kinds. Those interested in the
general history of Art will find in Part I. what little pabulum
there is for them, To students of the early history of Printing and
Woodcutting Part II. will be more useful ; whilst by a reference
to Part IIL, anyone can give to the books therein mentioned,
to which he may have access, a more extended utility, because
he will be able to see what schools and styles of woodcutting
are represented by the prints contained in them. Lastly, the
student of Iconography will have little difficulty in finding
references to examples of particular subjects, seeing that the



























2 HISTORY OF THE WOODCUTTERS. [Cuare 1.

woodcutters were even then at work in that prosperous city,
carving figures upon blocks of wood and taking impressions
from them. TUnfortunately we can point to no surviving speci-
men of the industry of these forgotten craftsmen. Our present
concern, however, is not with the interesting but mysterious
relics of this period of infancy of the art of woodcutting; but
we must pause for a moment over the second group of pro-
ductions, by which its increasing strength was manifested to the
world—the so-called Block-books.

A Block-book is a book printed wholly from carved blocks
of wood. Such volumes usually consist of pictorial matter only ;
if any text is added in illustration it likewise is carved upon
the wood-block, and not put together with moveable types.
The whole of any one page, sometimes the whole of two pages,
is printed from a single block of wood. The manner in which
the printing was done is peculiar. The block was first thoroughly
wetted with a thin watery ink, then a sheet of damp paper was
laid upon it, and the back of the paper was carefully rubbed
with some kind of dabber or burnisher, till an impression from
the ridges of the carved block had been transferred to the
paper. Of course in this fashion a sheet could only be printed
on one side; the only block-book which does not possess this
characteristic is the Legend of S. Servatius in the Royal Library
of Brussels, and that is an exceptional volume in many respects
besides.

If a man wanted to set up as printer of books all he had
to do was to buy a set of wood-blocks and a rubber, and his
apparatus was complete. It seems probable that wealthy per-
sons and religious institutions were wont to possess such sets
of blocks, and, when occasion arose, they printed a set of
sheets for presentation to a friend, or, in the case of convents,
for sale to the passing pilgrim. A printer of Block-books had
no need to serve an apprenticeship; any neat-handed man
could print for himself. Mons. E. van Even has discovered the
inventory of the possessions of Jean de Hinsberg (Bishop of
Liege, 1419—1455) and his sister, a nun in the convent of
Bethany, near Mechlin. Amongst other items in the list are two
of very great interest to us—
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Unum instrumentum ad tmprimendas scripturas et ymagines.

Novem printe lignee ad imprimendas ymagines cum quatuor-
decim aliis lapidets printis.

It follows that in the days of the Block-books the class of
printers had scarcely begun to arise. People purchased blocks
from the woodcutter, not books from the printer. The wood-
cutter’s business was to engrave sets of blocks, or single blocks,
for which he knew he would be likely to have a sale. Thus,
instead of continually engraving new subjects, he restricted him-
self for the most part to certain known series of subjects for
which a demand existed. Such a series, for example, was the
so-called Biblia Pauperum, or set of figures illustrative of the
sacred history, by aid of which, it is said, the preacher could
assist the understanding of the more stupid classes. Such a
series again was the Ars Moriendi; a volume of pictures of the
various temptations to which a sick man is exposed and of his
triumph over them, intended to be carried by the priest to
the bedside of the sick man for the comforting of his soul, if
thus perchance comfort might arise. We are enabled in this
manner to account for the fact that such a large number of
editions of these books exist. There are but few block-books,
but of each there are many editions; and each edition is so
like all the rest, that often it is scarcely possible to distinguish
one from another. How many editions of the Biblia Pauperum
survive I cannot say, but I have been able to separate those
in the following list. Which of them is the first,and which are
the copies, there is no possibility of deciding at present.

Edition A. (Sotheby' 1)—Earl of Pembroke; Mr Holford
(Inglis copy); National Library, Paris.

Edition B. (Sotheby 2)—British Museum ; Duke of Devon-
shire ; Earl Spencer (copy A); Mr Loscombe; M. Six van
Hillegom; Meerman Museum at the Hague (imperfect);
Court Library, Munich; Court Library, Vienna; Libraries
at Gottweig, Dresden, Hannover, and Passau (incomplete).

11 give no references to Heineken, as his descriptions are utterly in-

accurate. Sotheby’s accounts are in his Principia Typographica, London, 1858,
3 vols, folio, :

1—2
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Edition C. (Sotheby 3)—British Museum ; Duke of Devon-
shire ; National Library; Paris.

Edition D. (Sotheby 4)—Bodleian Library, Oxford ; Corpus
Christi College, Cambridge®; Earl Spencer (copy B);
National Library, Paris; Meerman Museum at the
Hague ; Darmstadt.

Edition E. (Sotheby 5)—British Museum (Print Room); the
Duc d’Aumale.

Edition F. (Sotheby 6)—Bodleian Library, Oxford; Court
Library, Vienna; Court Library, Munich (2 copies).
Edition G. (Heineken 1)—Lord Vernon; Leipzig.

I do not mean to say that these seven sets of cuts were all
made by one woodcutter, but it is not unlikely that two or more
are by the same hand; and, of course, for one edition that
survives, several have probably perished. T think it exceedingly
likely that my edition B will, on further investigation, be
broken up into two editions. The number of copies of it which
exist in the south of Germany and Austria points to the possi-
bility that the blocks from which those copies were printed
belonged to some South German convent.

The same general description applies to all editions of the
boak ; the following has been taken from the copy preserved in

1 A noticeable fact in the Cambridge edition is that it presents a marked
difference in appearance between the cuts in the first and last halves of the
book, not in the style of cutting but in the printing. Those marked with the
letters of the first alphabet are as light in tint as the rest are heavy. Were it
not that we are sare that the book has been in its present condition since the
year in which it came into the College Library with the other books bequeathed
by Archbishop Parker, we might be inclined to hold the opinion that it had
been formed, at a late period, of parts of two incomplete copies, one of which
had been kept in a damp place. We must, however, conclude that the last ten
sheets were more carefully printed with a somewhat darker ink than the others,
and possibly not at the same time. They do indeed look somewhat earlier as they -
hardly present a crack. So far as I am able to gather from Sotheby’s remarks
this edition corresponds with that copy belonging to Lord Spencer, referred to
by him as Spencer B. The blocks however are less worn. They do not
correspond with those of any of Heineken's editions. In this Sotheby has
fallen into error. He thinks Heineken’s third edition is the same as Spencer
B. But Heineken took his description of that edition from the copy now in the
Grenville Library at the British Museum, and this Sotheby recognises as
printed from different blocks to those employed for either of Lord Spencer’s.
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the library of Corpus Christi College, Cambridge. The volume
consists of twenty sheets, printed only on one side, each sheet
bearing an impression from a separate block. The working of
the book is by separate sheets and not by quires. The recto of
the first leaf is blank ; its verso and the recto of the second bear
the impression of the first block. Then follow two blank pages,
then two more printed ones, and so on. In the Cambridge copy
the blank pages are pasted together; but this was not always
done. Each page is broken up into compartments, and illustrates
one subject, the arrangement of all the pages being similar.
They are divided horizontally into three portions. The centre
of the upper one is occupied by two windows separated by a
pillar. Through each of these windows the upper part of the
figure of a prophet appears. His name is written below him
on the window sill, and he holds in one hand a long scroll
which stretches out to the edge of the page, and bears a text
referring to the central subject. The spaces on the right and
left of the double window contain several lines of text, ex-
tracted from the Vulgate, and referring to the general subject
of the page.

Immediately under the pillar which divides the prophets,
a letter is placed, marking the position of the page in the series.
The first twenty are designated by simple letters, the remainder
by the same letters placed between two dots.

The middle division of the page is divided into three parts
by pillars which support low, almost flat, arches. Under each
of these an event from the Bible history is represented. The
central subject, which forms the keynote of the whole, is from
the New Testament ; those on the left and right are parallels,
more or less illustrative of it, chosen from the Old.

The lowest horizontal division is like the upper one. There
is a double window in the centre with prophets holding scrolls,
bearing their names and a text referring to the central subject ;
whilst, in the blank space on each side, is a leonine verse, which
relates to the compartment immediately above it. A similar
verse, applying to the central subject, runs across the bottom
of the cut.

From this description it will be seen that there are one
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hundred and sixty figures of prophets. They are not, however,
all different (and this, I believe, has not been noted before) but
many of them occur again and again. Thus, David is found
thirty-four times, Isaiah twenty-four, and so on, there being, in
all, at least thirty-nine different figures. Not that the same
man is always represented in the same position, but he is
always visibly the same man, wearing the same clothing and
most easily recognised by his hat, for all thirty-nine hats are
different. It is further worthy of remark that every now and
then a mistake occurs, the names under two adjacent figures
being accidentally transposed. Now it is not likely that this
would have happened in the original edition of the book, but
a mistake of the kind might very easily creep into a copy.

The style of the series has been so frequently described, and,
on the whole, with so little practical result, that I content
myself with merely quoting the words of M. Renouvier™.

“Ces compositions souvent trop simples ont quelquefois un
excellent arrangement . .. Les figures, assez bien proportionnées,
quoique avec des tétes généralement trop grosses pour le corps,
et plus grosses pour les hommes que pour les femmes, décélent,
sous leurs linédaments rudimentaires, leur expression grossiére, et
leur taille faite & tAtons, une certaine habilité et un esprit
subtil: elles ne tombent pas dans la charge de la grimace, malgré
leur naiveté copieuse ... Les tétes sont varides, étudides dans
la réalité et quelquefois trés-heureusement expressives . . . Pour
résumer la maniére du dessinateur dans ces défauts et ces
qualités, je dirai qu'il est adroit par instinct et maladroit par
ignorance. (C’est peut-étre le caractere le moins trompeur de
la primitivité de lartiste. L’habilité de sa main et la vivacité
de la composition sont trahies & chaque instant par l'inexpérience
du procédé. 1l a le contour trop timide ou trop appuyé, mais
il sait accentuer les traits essentiels: ses corps, qui paraissent
épais dans leurs draperies, prennent une tournure svelte dans
les rares nudités qu’il se permet. Toutes ces facons archaiques
du dessin ont leurs analogies dans la taille, et je ne comprends

! Histoire de Uorigine et des progrés de la gravure dans les Pays-Bas.
Mémoires couronnés par I'Académie royale de Belgique.—Tom. x. Brussels,
1860, 8vo. p. 62.
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pas comment Heinecken, Zani, et Ottley ont été amenés & dis-
tinguer dans ces planches un graveur différent du dessinateur.
Les tailles sont épaisses, épargnées et n’obtiennent pas des
effets d’ombre ; mais elles accentuent et varient les objets dans
leurs aspects: les chevaux, les moutons, les arbres méme, malgré
le systéme arrété et puéril avec lequel ils sont fagonnés, produi-
sent & peu de frais un ensemble souvent pittoresque ... Les
‘qualités qui ressortent de toutes ces observations appartiennent
4 une école de dessin déja faite et considérable, ayant pour don
principal le sentiment vif de la réalité en méme temps qu’'un
esprit subtil et mystique. Cette école ne peut étre que celle
qui florissait dans les provinces néerlandaises gouvernées par
Philippe le Bon, duc de Bourgogne, sous influence des Van
‘Eyck.” ,
With this criticism of Renouvier’s I should, on the whole, be
inclined to agree ; a further and more accurate examination of
style may, however, be advisable, at some future time, when we
have firmer ground to go upon.

The date of the production of this series of blocks is, as
has been said, completely lost in obscurity. Various facts have
been adduced, tending to indicate an exceedingly early origin, but
they all require authentication, owing to the known inaccuracy
and partizanship of the authors who have written on the subject,
Renouvier excepted,—qualities which have ended in throwing the
works of otherwise learned men into disrepute. Five manu-
scripts of the book in various states are known'. They are at
Munich (15th cent.), Wolfenbiittel (now lost), Leipsig (Weigel
‘copy), and Constance (13th cent.). Of these the Munich copy
bears the closest resemblance to the block-book, from which
indeed it may have been copied. Heineken considered the
designs to have been taken from a series of ninth century (I)
reliefs in the cloister of the cathedral at Bremen. Lessing
thought that the book had been copied from painted glass
windows in the convent of Hirschau in Suabia, since burnt

! Laib and Schwarz, Biblia Pauperum. Zurich, 1867, p. 5. Meerman,
Origines Typographice. Hagm Comit. 1765, 4to. Fiorillo, Geschichte der
zeichnenden Kunst in Deutschland. Hannover, 1815, 8vo, -
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down'. Tt is, however, hardly necessary to say that many
so-called copies of this period are nothing but productions of
entirely independent artists working, according to the manner
of the day, in adherence to a fixed and recognised type. When
we find Berjeau saying that the Biblia Pauperum cuts were
copied by Martin Schongauer, Israel van Mechenen, Albert
Diirer and most of the ordinary Dutch woodcutters besides,
it is evident that he has got himself into a complete laby-
rinth and lost his way, and unless we sternly refuse to
start on vague ramblings of this kind we may come to the
same end.

One of the copies of this book belonging to Lord Spencer
(Copy B) is still bound in its original binding with an edition of
the Apocalypse (Sotheby’s fourth). The latter is to all appear-
ance German, and is painted in the style of colouring which we
associate with South Germany. The binding is impressed with
the following inscription, Iste liber est fratris Ulrici Gyslinger
lectoris in Ulma minorum et tlligatus est anno domint MCCCCLXVII
per me Tohannes Ricenbach degyllengen®. Sotheby also mentions®
that the Grenville copy of the Biblia Pauperum, now in the
British Museum (Grenv. 12090), was, when in the Gaignat
collection, bound up with the third edition of the Apocalypse.
The latter is now in the possession of the Duc d’Aumale,
another copy of the same edition being in the King’s Library
in the British Museum.

The Horn copy of the Biblia Pauperum, which passed
through the hands of Mr Inglis and Lord Vernon and is now
in the possession of Mr Hoelford, was, when it first came to Horn,

1 Plenty of notices of this kind are mentioned by Berjeau, Biblia Pauperum,
reproduced in facsimile. London, 1859, fol.

2 Ottley, An inquiry into the origin and early history of engraving. London,
1816, 3 vols. 4to.—Vol. 1. p. 100, note.

3 Sotheby, Principia Typographica.—London, 1858, 3 vols. fol. Vol. 1. pp.
22, 59. The Spencer B copy is, as already mentioned, of the same edition as
the Cambridge copy. Three leaves of the same edition are preserved in the
Print Room of the British Museum, D. 2. The binding of a volume in the
Bibliothéque Nationale at Paris bears the following inscription: Per me Jo-
hannem Richenbach capellanum in Gylingen illigatus est anno Domini, 1469.
See Bibliothéque Nationale. Notice des objets exposés—Paris, 1878, No. 486

p. 95.
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bound up with a copy of the Ars Moriends and with one of the
Apocalypse. The original binding was ruthlessly destroyed, and
Horn was only able to state from memory that it had “the
following words, stamped at the extremity of the binding, to-
wards the edge of the squares: < Hic Liber Relegatus fuit per
Plebanum Ecclesie—Anno Dominy, 142(8).” The last figure of
the inscription he was not sure about, but he felt quite certain
of the other three. When, however, it is remembered that the
figure 5, as then written, bore a strong resemblance to a 2,
as we now write it, it does not seem improbable that Horn’s
memory deceived him, and that the date borne by the binding
was the more credible one of between 1450 and 1460. The
whole matter, however, is unsatisfactory, and the destruction of
the binding has deprived us of a most valuable piece of corrobo-
rative evidence. All we can say with any tolerable approach to
certainty is that the book was printed not later than 1467, and
this must be understood for the present to rest on the authority
of Sotheby.

The preceding account of the Biblia Pauperum is, strictly
speaking, beyond our present province; but it has seemed better
to insert it here, that the reader may clearly see what the blocks
are to which his attention must now be called.

On the eve of the Epiphany 1487, Peter van Os, the prlnter
of Zwolle, published an edition of the Epistles end Gospels in
Dutch, illustrated with a series of woodcuts which on examina-
tion are found to be cut-up portions of the set of blocks origi-
nally employed for the printing of Edition B of the Biblia
Pauperum. From this time on, such cut-up portions were con-
tinually used for the illustration of books which issued from
this and the allied press worked by Barmentloe in the neigh-
bouring town of Hasselt. The last volume known to have
contained any of them is the Vulgaria printed by Van Os in
1500, the title-page of which is adorned with one of the figures
of prophets above referred to. That the style of the woodcuts
afterwards made at Zwolle was much influenced by that of the
Biblia Pauperum can scarcely be maintained. Because Zwolle
is the only town where the original blocks can be shewn to have
been, it does not follow that they were engraved there, though
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we cannot now fix for them any other locality of origin. We
leave them therefore at Zwolle till further investigation enables
us to place them elsewhere.

Sect. 2. The Canticum Canticorum (used 1494).

Certainly the most beautiful of the Block-books of the Low
Countries is this volume of illustrations to the Song of Solomon.
Four editions of it exist, and of these the first mentioned is by
far the best, and presents all the characteristics of originality.

Edition A. (Sotheby 1)—British Museum; Earl Spencer (no
title heading); National Library, Paris; Haarlem Library;
Court Library, Munich (2 copies).

Edition B. (Sotheby 2)—Bodleian Library, Oxford.

Edition C. (Sotheby 3)—Dritish Museum, National Library,
Paris’.

Edition D.—Court Library, Vienna.

The volume in every case is composed of eight sheets, printed
only on oue side, and bound together in the same manner as the
Biblia Pauperum. The whole of each sheet seems to have been
printed from one block. The woodcuts on all the leaves are
similar. Each is divided by a double horizontal line into two
compartments, of which there are therefore thirty-two in all.
Christ, the Bride, her attendant maidens, and angels are the
persons represented in various combinations. Some heraldic
bearings are met with, but no satisfactory explanation of them
has yet been given. The woodcutting is very carefully done,
and the lines are beautifully finished. The figures are more
slim in form, and more thoroughly imbued with the mystic
medizval spirit, than those of the Biblia Pauperum.

The original series, as has been said, was copied three or
four times. Of the later history of the blocks of these copies we
have no information. The blocks of the original edition seem

1 The Canticum Canticorum, numbered Xyl. 31 at Munich, i either of this
or of a fifth and quite unknown edition. Sotheby’s account is too vague.



Secr. 2.] THE CANTICUM CANTICORUM. 11

to have come into the hands of Peter van Os along with those
of the Biblia Pauperum. In 1494 he printed an edition of
John Mauberne’s Rosetum exercitiorum spiritualium, adorning
the title-page with an impression from the upper half of the
block from which the first page of the block-book was printed.
The reader may compare the facsimiles of the block in its two
states in Holtrop, Monuments Typographiques, plates 6 (109),
and 91 (110).

The Canticum, and one edition of the Ars Moriendr, are
linked together by a discovery of Mr Bradshaw's’. He noted
that the imperfect copy of the First Edition of the 4rs Moriends,
which is preserved in the Library of L'rinity College, Dublin,
is patched with shreds of another copy of the same work and
of a copy of the Canticum—*a fact which points to waste sheets
of these two works having been in the same binder’s office, and
that probably not far from their original home.” It is worthy
of note in this connexion that, in 1488 and 1491, Peter van Os
published editions of the Sterfboeck, or Ars Moriends in Dutch,
illustrated by prints which, if not pressed from blocks used in
any earlier block-book, were at any rate copied from such very
closely indeed.

SecT. 3. The Speculum Humanae Salvationis
(used 1481—1484).

The book we now have to deal with is one about which
so much has been written that we can afford to dismiss it with
comfortable brevity. The problems it offers for solution belong
chiefly to the branch of typography, and so are beyond the
scope of our present enterprise. Four editions of the book
exist, and of them copies can be seen at most of the principal
libraries. They are as follows : —

Edition A. (Latin, in one fount)—The Libraries at Paris, the
Hague, Brussels, Munich, Vienna, Florence, ete.

1 See H. Bradshaw, ¢ List of the Founts of Type and Woodcut Devices used
by Printers in Holland in the Fifteenth Century.” London, 1871, p. 5.



12 HISTORY OF THE WOODCUTTERS. [Cuae. 1.

Edition B. (Dutch, in two founts)—The Hague Library.:

Edition. C. (Latin, with 20 pp. of woodcut text)—Earl Spen-
cer, the Libraries at the Hague, Haarlem, Berlin, and
Hannover.

Edition D. (Dutch, in one fount)—FEarl Spencer, the Libraries
at the Hague, Haarlem, and Lille®,

Unlike those block-books previously described, the sheets
of the Speculum are gathered up into quires, but they are
only printed on one side. At the head of each printed page
is a cut divided into two compartments, right and left. Below
this comes text in double columns printed in Dutch or Latin,
and from a form composed of moveable types, or from an
cngraved block of wood, as the case may be. The same
wood-blocks are used in all four editions, and it is probable
that all four issued from the office of the same printer. In
the case of pages where the text is set up in moveable
types, the text portion is printed with black ink in a press,
while the cut is printed in brown ink by rubbing in the
old fashion. The subjects of the cuts resemble the Biblia
Pauperum series, and illustrate the Biblical story. More than
one manuscript Speculum of earlier date can be poiuted to,
and perhaps such a volume was the original from which the
book was copied. By observing the breakages in the cuts it is
easy to discover the order in which the four editions were issued;
it is that given above. The surprising fact resulting from this
is, that the edition, in which a portion of the text is cut on
blocks of wood, is later than two of those printed wholly with
moveable types. From typographical considerations Mr Brad-
shaw was able to shew that the date of the book could be
thrown back as far as the years 1471—73. The same founts of
type were used for the printing of other books, and the whole set
must be classed together as the work of one press. In what
town this press was worked we do not know, but for the present
we are forced to leave it at Utrecht, because it is there that
the cuts, originally used in the printing of the Speculum, make

1 See Ch. Paeile, Sur UInvention de UImprimerie.—Lille, 1859.
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their appearance once more in books about which all particulars
are known.

The printer, into whose hands the Speculum blocks passed,
was John Veldener. Between the years 1475 and 1477 he
had been printing at Louvain, and it is clear that he was not
then in possession of them. At the end of 1478 he began
work at Utrecht, still, however, without this set of blocks. For
his second edition of the Fasciculus temporum, published 14 Feb.
1480, he had a few new blocks made, some of which were copied
from Speculum cuts. At last, on the 19th of April 1481, he
published an Kpistles and Gospels in Dutch, and into that
he introduced two cut-up portions of the real old Speculum
blocks. This was the last book Veldener is known to have
printed at Utrecht. For two years we hear nothing more of
him, and then he reappears at Kuilenburg, whither he had
removed his presses. There, on the 27th Sept. 1483, he printed
a quarto edition of the Speculum in Dutch. For it he cut up all
the original blocks into their separate compartments, and thus
suited them to fit into the upper portion of a quarto page.
He had, moreover, twelve new cuts made in imitation of these
severed portions of the old set, and he printed them along with
the rest. Once more, in 1484, he employed a couple of the old
set 1 the Dutch Herbarius, which was the last book known to
have been issued by him at Kuilenburg. Thenceforward the
Speculum cuts appear no more.

SECT. 4. The Boec van den Houte (used 1483).

As T have shewn elsewhere’, a block-book must have existed,
of which no copy has come down to us. Its subject was the
legendary History of the Holy Cross. I have not been able
to discover what was the exact arrangement of its pages.
There was, at any rate, across the top of each a cut in two
compartments, like those in the folio Speculum, and under each
compartment was posstbly a four-line stanza cut upon the wood.
This would account for the upper half of the page. Perhaps
‘the same arrangement was repeated in the lower half. If so,
there would be upon each page four stanzas and four cuts illus-

' Bibliographer. London, 1883, Vol. 1v. p. 32.
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trative of them. Assuming this to have been the case, the
volume consisted of eight sheets printed on one side in the
ordinary manner of the block-books.

A German edition of such a block-book is known to us from
a facsimile given by Weigel in his Collectio, only in that case
there were three rows of cuts and stanzas on each page.

In style, the Dutch History of the Cross connects itself with
the Biblia Pauperum. It was somewhat more rudely cut on the
wood than that, but done in the sanme manner. The earlier
blocks were perhaps more carefully cut than those towards the end
of the book. Inall the prints the faces are full of character and
expression, wrinkled and furrowed sometimes to an exaggerated
extent. For the rest the drawing is rude and often quite want-
ing in grace. The robes hang heavily and stiffly except where
they are broken by the knee, which is usually stuck out for that
purpose. The shade hatchings are arranged in bands without
reference to the lines of the drapery, which they cross or not as
the case may be. Long hatchings are sometimes used in the
shadows; hooked lines designate folds. Every now and then a
pleasing figure can be found, for instance, that of the angel at
the gate of Paradise, but this is exceptional. Whenever horses
are introduced they are good. The landscape backgrounds
are of the simplest; the hills are rounded lumps, with little
notches cut out here and there for precipices, and mushroom-
like trees on the top. The treatment of water is peculiar.

Like the blocks of the Speculum so those of the History of
the Cross passed into the possession of John Veldener. Whether
he bought them at Utrecht or Kuilenburg we cannot say, but
he began to use them at the latter town in the first book he
printed there (6th March 1483). This was a History of the Cross
in quarto. He treated these blocks exactly as he had done those
of the Speculum. He cut them up into their separate compart-
ments, threw the woodcut text (if any) away, and then printed
one of the cuts on each page of his book, and under it, in his
ordinary type, the stanza that belonged to it. It is from
Veldener’s edition alone that the original volume is known to us™.

1 Berjeau’s facsimile is well known. An English translation of the Dutch
poem is subjoined to it.
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LOUVAIN, UTRECHT, AND BRUGES.
(1475—1484.)

5. The first Louvain Woodcutter (1475—1477). 6. The Utrecht
Woodcutter (1479—1484). 7. The Bruges Woodcutter (1484).

Sect. 5. The first Lowvain Woodcutter (1475—1477).

In the Block-books the illustrations were the main part;
such text as was carved below or about them was entirely sub-
sidiary to the pictorial effect. With the first books printed by
means of moveable types the case was absolutely the reverse, and
thus a strong line of demarcation separates the two classes, the
style of the engraving being no less different than the manner
of the printing.

Gerard Leeu began to print at Gouda in the middle of the
year 1477, but it is not till three years later that we find him
adorning his books with cuts. Printing commences at Delft on
the 10th January 1477; woodcut illustrations are first used
there in 1482. And so it was at Louvain. John of Westfalia,
abandoning Alost, where Thierry Martens had been working in
partnership with him since 1473, is found printing there on
the 9th December 1474 ; and, by the year 1475, John Veldener
had arrived from Germany, and set up in the same place.
Lastly, Conrad of Westfalia, who had been printing somewhere
since the 11th May 1473, is known to have matriculated at
Louvain on the 27th February 1476, and printed a book in that
town on the 1st December in the same year. Notwithstand-
ing this activity, we meet with very few books indeed, printed
at Louvain, before the year 1483, containing illustrations—
indeed, we may say with none, for the engravings we are about
to discuss can hardly be called illustrations.



16 HISTORY OF THE WOODCUTTERS. [CHaP. 2.

Taken all together, the blocks are fourteen in number; and
this is the list of them, with the date of the first appearance of
each appended. They all seem to be the work of one hand.

John of Westfalia’s Portrait—21 Nov. 1475.

Veldener’s device of two shields and nine other cuts in the
Trasciculus Temporum—29 Dec. 1475.

The Fleur de Lys—April 1476.

Conrad of Westfalia’s Portrait—1 Dec. 1476.

Maximilian’s Portrait—Nov. 1477.

The style of the execution of the first four is visibly the
same. The last T have not seen. It occurs only in Brunt
carmen tn adventy Maximiliani. One copy of this is preserved
in the Library of the Duc d’Arenberg—for the present in-
accessible ; another is said to be in the National Library at Paris,
but has not been forthcoming when I have been there ; the last
leaf of the Cambridge copy is wanting. I am informed that the
cut is executed in the same manner as the other portraits. I
have spoken of them elsewhere, with rather exaggerated praise,
in some such words as the following:—* There is a boldness
and controlled power in them shown in the carving out of
the profiles—especially in that of Conrad, bespeaking it at once
a real likeness. The main lines are few and simple, but wonder-
fully well considered; at the same time, they are relieved here
and there by spaces of fine shade lines, as under the chin and
along the eyebrow, giving evidence of considerable fineness of
manipulation. The hair is excellent. It comes to me as a
welcome example of what good woodeutting should be, stress
being laid not upon lines but upon spaces. This it is which
marks all great woodcutters, and is seen as much in those
designed by Holbein or Diirer as in Bewick’s.”

In John of Westfalia’s portrait, the background is left blank,
the face and neck only being cut out. The outline of the cap
is rendered by a white line, which is always a mistake ; and the
hair, though good, is not nearly so good as in Conrad’s. The
spaces of fine shade which appear in the latter are supplied in
the former by thick black lines. Conrad’s portrait is a distinct
advance: not only is the work better done, but it is better and
more elaborately planned. The head is surrounded by a circular
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border, of simple but effective design, and the space within it
is filled with a network pattern of studied #rregularity, which
serves to set off the head pleasantly, and yet attracts no attention
to itself.

Both Veldener and Conrad belonged to the same college at
Louvain—the one whose badge was the Fleur de Lys—and
they both employ that badge as a kind of printer’s device in
their editions of a book by the head of their college, to wit,
Maneken’s Epistolares formule. The tiny cut is very neatly
finished, and looks, so far as we can judge of so trifling a thing,
to be the work of the same hand.

The question naturally suggests itself, Is this all that remains
of the work of so good an artist? Where and how did he
acquire his skill? Was he perhaps an engraver, known to us by
impressions from anonymous plates, but as yet unrccognised ?
In fact, there is na end to the questions that may be asked in
connexion with this subject of early woodcutting and engraving ;
unfortunately there is an end, and a very quick one, to the
answers returnable. In these cuts we have all the characteristics
of the work of a skilled engraver’s hand ; but, as it is well-nigh
impossible to reason from the style of a wood-cut to that of an
engraving, we are compelled to remain in ignorance.

Veldener’s device, first used by him 29th Dec. 1475, must
also be referred to this artist. It represents two shields, the
left bearing the mark of the printer, the right the arms-of
Louvain; between them is the name Veldener. He took this
with him when he moved to Utrecht, and adapted it for use
there by cutting out the arms from the right shield, which
thenceforward remains blank. In this state it reappears once
more with him when he again moved to Kuilenburg.

On the 29th December 1475, Veldener published his first
edition of the Fasciculus temporum. There is a Cologne edition
of the preceding year, “per me arnoldum ther huernen,” illustrated
by cuts. These Veldener, no doubt, took as models for the few

1 The book is dated 1476, iv. Kal. Jan. secundum stilum romane curie. The
Court of Rome began the year at Christmas, Hence the year 1476 is to be con-
sidered as having begun on 25 Dec. 1475, according to the ordinary reckoning.
The date of the book, therefore, is that indicated above. ’

C. W. y
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small cuts which he interspersed here and there with his text,
but he cannot by any means be said to have copied them.
They are all small, and are not made to fit either the pages or
the columns; but they are introduced here and there, and the
type is arranged to pad them round. They are worked in
simple outline, clean cut and unambitious. The lines, which
are not remarkable for fineness or grace of curve, are only
the most necessary. A few shade hatchings are introduced,
but they too are of the simplest. In two or three of the
cuts, representing fortresses or towns, it must be admitted that
the mixture of walls and roofs is rather confused, and the
perspective is of the vaguest. Still the little bits of foreground,
with a tree and a mound or two of earth, are really much better
than whatis found in their place in most later cuts. The trees
are natural, capable of growth, with their foliage arranged in
masses and their trunks rough with knobst They are not in
the least conventional. Hardly any use is made of pointed
hatchings; thin straight ones take their place. The most
important cut of the series is the Salvator mundi; we meet
with it again in more than one of the Utrecht books. The
figure is indeed somewhat disproportioned, and the face wanting
in expression, whilst the drapery is overloaded with small
hatchings which do not conduce to any general harmony of
effect. The scroll, too, flying in the air, involved in coils, is not
in itself a sightly object. ~Still the cut, as a whole, must not be
condemned ; it is evidently the result of careful work, the lines
being evenly, and the main outlines gracefully laid. The
balance of it is good and evidently studied, the purpose of the
objectionable scroll being, in part, to attain this end.

It is possible that other work by this woodcutter may exist,
but I have not as yet come across any. In April 1476, Veldener
produced an edition of Maneken’s Letters, already referred to,
which he says it took him the whole month to print. Of this I
have been unable to find a copy. One is described by La Serna’;
it is said to have been in the National Library at Paris, but

! De la Serna Santander, Dictionnaire Bibliographique choisi du xv™ siecle.—
Brussels, 1805—1807, 3 vols. 8vo., No., 1379.
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was not forthcoming when I asked for it in 1880. Lambinet®
had seen two copies, one of which used to be in the University
Library at Louvain, but it is no longer there. M. E. van Even
says® with reference to this book, “La figure du Lys, arme
parlante du collége du méme nom, dit Lambinet, est gravée au
dessous de cette épitre; et plus bas, le frontispice du Chiteau
Cesar.” A reference to the authorities referred to by M. Campbell
under the number 1201 in his Catalogue, has not placed me in
possession of any further details; so that it is only an assump-
tion on my part that the cut referred to is a reimpression from
one of the blocks made for the Fasciculus.

‘When, before 8th Nov. 1478, Veldener moved his presses to
Utrecht, he took the whole set of blocks with him, and used
them all again there in his Dutch edition of the Fasciculus
(14th Feb. 1480). In that book, however, new cuts by a fresh
hand make their appearance; but we never meet with any
more made by the same hand as the first series. Veldener,
therefore, was clearly not a maker of cuts himself; he employed
workmen in the towns where he happened to be printing.
This justifies us in assuming that the maker of the first series
was a resident at Louvain, and did not move to Utrecht with
Veldener. It is quite possible that he was the same man as
the cutter of the portraits.

Three diagrams of the degrees of relationship are employed
by John of Westfalia,in 1480 and the following year, in editions
of Andreas super arboribus consanguinitatis, etc. They seem to
have been adopted as models by Gerard Leeu of Gouda, for the
diagrams in his Seven Sacraments of 1484. Another set of
diagrams, eight in number, appears in the Imago Mundi, printed
at this press before the year 1483. It is impossible to refer
them to any particular woodcutter, as .they can hardly be said
to possess any style.

1 P. Lambinet, Origine de UImprimerie.—Paris, 1810, 2 vols. 8vo. Vol. ii.
p. 83.

2 Bulletin du Bibliophile Belge.—Brussels, 1845—1873, 29 vols, 8vo. Vol. i.
p. 58.
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SEcT. 6. The Utrecht Woodcutter (1479—1484).

THE first book in which a woodcut is found, printed at
Utrecht during what I may call the second or historical period,
is the Stelentroest of 7th May 1479. The cut is an octavo
device. It has been much commented upon by previous writers,
who have striven to find in it dark hints about the inventor
of Printing. The subject is in reality perfectly simple, and
the cut is meant, primarily, as an illustration to the book in
which it occurs, though, secondarily, also as a device. A teacher
and scholar stand on a pavement in the foreground, whilst
Moses is represented behind, kneeling on a mountain, in the act
of receiving the Tables of Stone, This is, of course, the natural
illustration, as Holtrop pointed out, for a book which contains
an explanation of the Ten Commandments, in the form of a
conversation between a master and a disciple. At the bottom
of the cut, however, is a monogram, which has been variously
read G 1, and G t; and which, presumably, refers to some new
printer. 'Who he was we have no means of proving. He is
only known to have worked during the years 1479 and 1480—
a period which falls within that of Veldener’s activity in the
same town; and he used, as we shall see, cuts by the same
hands as those employed by the latter printer. This shows that
there was some connexion between the two presses, but does
not lead us any further.

Another device by the same artist, and bearing the same
monogram, is found in a second edition of the Sielentroest,
printed six months later, 10th Nov. 1479. It represents two
shields suspended from branches: that on the left bears the
arms of Utrecht with a little figure of St Martin, the patron
saint of the town; that on the right the arms of the printer—
three hammers on a bend. Unfortunately the name of the
family to which these arms belong has not yet been discovered.

The most remarkable book sent forth from this press, and
the last in which cuts are found, is the Boeck des gulden throens,
of 1480. It contains, altogether, twenty-five illustrations. Of
these, five are from the same octavo block, and represent the



SEecr. 6.] THE UTRECHT WOODCUTTER. 21

Elder and the Soul (as a girl) standing before a wall, Christ
being seen in the clouds above; one is a small device with the
enigmatical monogram; and the remainder are impressions
from various combinations of three blocks, chosen in turn
from a larger number. These blocks consist of a set of
octavo architectural borders, within which two smaller blocks
can be printed side by side, one representing an Elder and
the other the Soul. There are, in all, six Elders, five Souls,
and four Borders. This would admit of no less than a hundred
and twenty different combinations; nevertheless, though only
nineteen are required, we find four separate combinations
occurring twice over, so that out of so large a number of pos-
sible changes only fifteen are employed. It would seem then
that the object the woodcutter had in view in this curious
method was rather to make his work in cutting easier, than
to produce variety in his results, the absurdity of repeating the
same illustrations again and again not being felt at this period.

All the preceding cuts and devices were clearly the work of
one and the same hand. Their style is very marked. The
outlines are fine and sharp, the hatchings thin and not long,
separated from each other by considerable distances, and clear
of the outlines. Fringed lines are seldom used, lines with
edges hacked like a saw, never. The nature of the series, of
course, precludes the possibility of having a background, but
this is not the case with the octavo cut and the devices. In
these the figures stand on simple tesselated pavements, ruled
with clear-crossing lines; behind them is a wall dotted over
with short thin strokes, pleasantly irregular in form and position.
The background of buildings is necessarily on a small scale, yet
the clearness of the lines is none the less remarkable.

The design of the figures, it must be admitted, is deserving
of praise. Their quiet simplicity is pleasing, and a certain
feeling of earnestness is discoverable, expressed either in the
gestures or the faces. They recall at once the two little cuts at
the end of Leeu’s Dialogus of this same year—the “Man and
Woman,” and the “Life and Death.” There is the same child-
like naiveté, the same clearness and simplicity of line and
slightness of shade, the same carefulness of workmanship.
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When we come to treat of Leeu’s artist we shall notice further
relations between them.‘ The draperies are very nicely laid ;
there is no exaggeration of fold, no extravagance of any sort.
The girl with her dress tucked up into her waistband is
particularly charming. Contrary to what is usually the case,
the hair is the worst part of all. It is thick and heavy, and
hangs more like a sack than a substance wavy and soft. In
one or two cases it is prettily rolled back from the ears, showing
the round shape of the little head, as in the Ezercitium block-
book.

The canopies are a much more elaborate architectural effort
than is generally found in other cuts of the early period; but
the architecture cannot be called good. The stone is thought
of as something bendable and twistable, a flabby devil being in
it, sapping its life and strength. As wood-carving, perhaps, it
would do a good deal better, but it is not intended for wood-
‘carving; and, if it were, no carved woodwork that takes its
inspiration from stone can ever be good.

Veldener does not appear to have used cuts made by this
hand before 1480. In that year, however, there appear in his
possession a certain number of additional cuts made for the
Fasciculus, a folio border, two large initials, and a quarto device.
We notice in all of these the same simplicity and grace of
design, the same clear lines, and the same open spaces between
them. In the border and device we discover a greater boldness
in the main outlines, but this is naturally accounted for by the
enlarged scale. The border, in four pieces, is formed of tendrils
with flowers, which are very well arranged. It is quite in the
style of the borders which we find in the manuscripts of the
period. The curves are gracefully involved, the effect of the
whole is harmonious, and the page is ornamented by it, and
not, as was usually the case, disfigured. The quarto device is
also surrounded by a border cut upon the same block with it,
and similar in design to the preceding. It is somewhat more
closely packed with details, but their character is the same.
Two shields are involved amongst the leaves at the top; they
bear the arms of the printer and those of the town of Utrecht.
When this block was at a later time used by Veldener at
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Kuilenburg, the shield of Utrecht was cut out and left blank.
The interior of the cut is filled by two lions, who support a
blank shield, intended to. be painted with the arms of the
owner, room being left above for the insertion of two lines of
printing. Instances have been found in which advantage was
taken of this space to add the name of the person to whom a
dedication copy seems to have been given by the printer. A
similar leafy ornament is again to be recognised in the large
initials found in this book, as well as in the Passionael, printed
in the same year.

Some of the new cuts in the Fasciculus temporum are of
considerable interest. In one, Moses is seen over the two Tables
of the Law, resting one hand on the top of each. The design
of this is altogether similar to that of a large German woodcut,
which I saw at Dresden, signed Hans Weygel Formschneider.
The copy is however much reduced, and the work is far finer
and more careful. It affords another link between Veldener
and the German presses’. The cloak which Moses wears is
doubled across his chest in simple folds. His face is really
noble, the brow large, the mouth firm, the eye dark and keen.
The thick hair is massed in careful locks. On the same page
with this are printed two more cuts, representing the Ark of
the Covenant, and the Golden Candlestick. These are copied
from the corresponding prints in the Speculum. Bearing in
mind that the new Fasciculus blocks were clearly made after
Veldener’s arrival at Utrecht, we have in this fact a further
proof that the Speculum blocks did not come into his hands
till after he had left Liouvain. The Noah’s Ark, which occurs
amongst the Louvain Fasciculus cuts, presents no similarity to
the design of the same object in the Speculum.

The little cut of the Building of Rome is not uninterest-
ing. The mason kneeling at work on a stone with hammer
and chisel, the pile of mortar by his side, his dinner basket
and jug of ale, and the three stones put together in front to
represent the new wall, are all incidents of a real character,
letting us into the everyday life of the time. This can hardly

1 Tt must be remembered that Veldener, in matriculating at Louvain, is
described as a native of Wiirzburg.
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be said of the workman in the distance within the town, himself
taller than its church spires; but the poor woodcutter wants
to tell you that the town was not finished yet, and is at his
wits’ end to attract your attention to the incomplete state of
it, so he puts in a man at work, so big that you can’t help
seeing him, and expects you to draw your own conclusions from
him, without being too critical.

Peter at the Gate of Heaven is the most ambitious of the
series. He stands on a platform, reached from either side by a
flight of five steps, with the keys in his hand. He is in the
act of putting one of them into the lock to let in a little maid,
on whose head he lays his left hand. Two other little people
are coming up the steps. Above the gate is a sort of dome,
into which you can see through three windows. In the centre
is the Most High as King, with sceptre, orb, and imperial
crown, surrounded by seraphim. In the left window an angel
blows a trumpet, and another plays a stringed instrument on
the opposite side. The whole is almost without shade hatch-
ings, the outlines being left perfectly clear. A copy which I
came across, lightly painted, produced a most pleasing effect,
but, when left blank, the appearance is rather spectral. The
little figures resemble those in the Boeck des gulden throens;
St Peter is remarkable for his unstately figure, but beaming
countenance.

In September 1480, an edition of the Passionael appeared,
in which a large folio cut was introduced opposite to the title-
page. We shall afterwards meet with a copy of it at Zwolle,
but there the delicacy of the original is quite lost. It em-
braces a somewhat extensive landscape, in which the ground is
undulating and almost barren, here and there a tiny plant
holding its own; the spires of a city are in the distance.
The various parts of the print are filled with incidents in the
martyrdoms of different saints. Conspicuous in the foreground
lies Pope Anastasius, naked but for his tiara, and dragged over
stony ground by a rope tied round his feet, which a horse
draws. Close by him is St Maurice, impaled on the branches
of a tree; further back, an archer shoots at St Sebastian, and
an executioner is ordered by the Emperor Nero to cut off the
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head of St Paul. In addition to these, we have a woman
scourged, a man thrown headlong from a cliff, St Andrew on
his cross, St Stephen kneeling to be stoned while Saul stands
by, holding the cloaks of the young men who stone him.
St John is seen in his caldron, a woman is being strangled by
two others, and in the distance St Catherine is beheaded. All
these figures are rendered almost entirely in pure outline; only
a very few shade hatchings are here and there to be found,
and they are widely separated from each other. It is the out-
lines on which the stress is laid, and they are clearly cut and
well chosen. No high order of success is aimed at, but the
cut merits the approbation due to all careful, even if mis-
directed, work.

The long series of new octavo cuts, which are only found
in the Epistles and Gospels of 1481, present the same general
characteristics as the rest. The lines indeed are somewhat
thicker, but they show the same firm, painstaking hand,
and the bands of wide-severed shade hatchings are entirely
like those we have already observed. The subjects are the
usual set, but they are treated now and then in a manner
differing from the ordinary Dutch types. We may notice a
prominent difference, for example, in the “Expulsion from
Eden,” where the artist has introduced in the background the
tree of life, and among the branches the Child Christ, in swad-
dling clothes, as the fruit of it. I do not know whether this
was a typical treatment in any German district, or whether the
innovation was made by the artist himself. If, as I believe,
the latter was the case, we have evidence that he was not only
a careful worker, but a thinking man—admirable alike for both
qualities.

At what date Veldener moved his press to Kuilenburg is
unknown, but we find him printing there on Gth March 1483.
In September of that year he published the quarto edition of
the Speculum, illustrated with the original blocks that had
already appeared in the block-books, and with twelve new cuts
made in imitation of them. For some time I did not know to
what cutter these should be referred, but, after making a careful
study of those above described, it became evident that they
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also were the work of this Utrecht woodcutter. His leading
characteristics, as has been said, are the clearness of his outlines
and the fewness of his shade hatchings, which are always laid
widely apart, the effect of his cuts, as a whole, being that of
drawings with a fine, hard pen. But these also are conspicuous
as the leading traits in the twelve new cuts. The figures are
designed in the same style as before, the drapery hanging in
simple folds, with its main outlines vertical; the faces have
the same clear-cut features and the same naive expression ; the
same gestures, even, as some of those in the cuts in “G I's”
books can be observed. As a similarity easily verified, I may
mention the lion that Bananias slays, compared with those in
the quarto device. The new cuts, it must be observed, were
intended to resemble the old blocks which form the bulk of
the book, and they had to be modified accordingly. This gives
rise to certain variations from the usual style of the artist; but,
on closer examination, they are seen to be quite superficial.
The most noticeable of the set is the Death of Absalom. A
number of knights advance at full gallop, and two of them pierce
the rebel's body with their lances as he hangs in a tree. The
animation of this group, the naturalness of their gestures, and
the excellent drawing of the horses, are worthy of all praise.
We have indeed in this work almost the last production of
the old school of clear line work. Leeu’s First Gouda cutter
is also a follower of this style, though he never attains to
the same purity of execution. He was a contemporary of the
Utrecht cutter, and they may be bracketed together as the last
workmen of the old school. The system of working in pure
outline, which the fathers of woodcutting had adopted, was a
false one, because it could only be brought to perfection by
great labour and care entirely disproportionate to the result.
Excellence could only be attained in it as a tour de force; and
all tours de force in art are wrong, at any rate when they
are made the aim of a school. The false principle, however,
does not require combating, for it slays itself. The time comes
when second-rate or careless workmen take the place of the
real artists to whom the invention was due, and their careless-
ness proves the death of the false principle. Hereafter we shall
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see the outlines ever less and less insisted upon, and the shade
hatchings constantly multiplying, till the block is filled with
black lines and spaces; and then, when the real artist comes, a
new start can be made in the right direction. In bidding fare-
well to the old school, we leave behind also all that careful
striving after truth and life, which shows itself here in the
curving of the horse’s neck, the rounding of his nostril to snuff
the brecze, and the mouth impatiently champing the bit.
Hereafter we have mostly to do with purely conventional treat-
ment, though now and then a ray of light may cross our path,
revealing some momentary struggle after truth of form or
naturalness of movement.

In 1484 Veldener printed, apparently at Kuilenburg, the
Kruidboeck in dietsche, a Dutch translation of the Herbarius.
This was illustrated by no less than a hundred and fifty cuts of
flowers. They stand on a different footing from other illustra-
tions, and so I have separated them from the rest. Two Latin
editions of the book were afterwards printed, either by Veldener
or some other printer; one of them has Veldener’s mark, the
other is in the same type. Into the vexed question of the date
and origin of these books it is not my intention to enter, the sub-
ject being a purely typographical one. The cuts were clearly
enough made for Veldener in 1484, and, as seems probable,
by the Utrecht cutter. They are, for the most part, fairly
accurate copies in reverse of those found in the Latin edi-
tion published by Schoeffer at Mainz, in 1484". The designs
are therefore not due to our woodcutter, and the execution is all
that we have to deal with. This does not call for much remark.
The lines are somewhat thicker than those which the artist
usually employed, but they are carefully cut nevertheless, and
they succeed in producing quite recognisable pictures of the
plants intended. As botanical illustrations, of course, they are of
little value, the roots being often purely conventional; and the
forms of the leaves only vaguely imitated from nature. Still, at
the time they were made, they must have been a great advance
upon anything which had appeared before them, and the un-
doubted popularity of the book can be well enough understood.

1 Holtrop, Monuments, p. 111.
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SEct. 7. The Bruges Woodcutter (1484).

BRruGES, as we know, was one of the most prosperous towns
in Northern Europe during the period with which our investi-
gations are concerned. It was the home of a strong and healthy
school of art, both in printing and illuminating. We might
therefore have been led to expect that here the new method of
woodcutting would have flourished. But the fact that this was
not the case affords a conspicuous confirmation of the statement
that the woodcutters did not work for the wealthy, or in connexion
with the artists employed by the upper classes, but formed a class
by themselves, and worked for a humbler public. Two printers
are known to have exercised their craft within the walls of the
town. Colard Mansion printed there from 1476 to 1484; and
John Briton published at any rate one book about the year
1479. Two other books are known to have come from his
hands about the same date. Yet amongst all these publications
only one was illustrated with woodcuts, and that was the last
printed by Mansion just before his mysterious disappearance.

The engravings with which he embellished the Boccaccio of
1476 are now well known ; but it does not fall within the com-
pass of my present objects to enter into a detailed description of
them. They seem to have been an afterthought, the earliest
copies extant of the book having no places left for them. It
appears that Mansion cancelled the first leaf containing the
prologue, and reprinted it so as to leave room for an engraving
at the head of the page, representing the author dedicating his
book. At a later time he seems further to have cancelled the
first leaves of all the books, except those of Books I. and VI, and
to have re-issued them with spaces for engravings. The plates
employed were by a different hand from the first, and that was
re-touched by the second hand to match the rest. Lastly, we
find an issue with engravings at the head of all the Books,
except the first, as well as of the Prologue. The engravers
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appear to have been local artists; we do not know of any other
work by either of them®.

In 1477, Mansion first made use of a device. It consists of
a small shield, with the monogram C M, the C being repre-
sented by a crescent lying on its back under the M. So far as it
is possible to judge from the impressions, the material of which
the block was composed was metal. The lines are too fine, and
preserve their freshness too long, to have been cut in wood. In
the month of May 1484, a moralized translation of Ovid’s Meta-
morphoses was issued. Mr Bradshaw discovered a number of
copies of this book differing in certain particulars® from the
general run of the copies. These he considers may have been
the work of Jean Gossin, a bookbinder, who took Mansion’s
rooms after his disappearance in 1484. We know that Gossin
paid the rent which was overdue from the printer; and it has
been supposed that in return for this he received his press and
other materials, with a certain number of the printed sheets of
this book. But, whoever he was, he issued a reprint of the miss-
ing sheets, and thus formed the edition which must be called
the second, though it bears the same date as the original. It
does not contain Mansion’s device.

Both editions were illustrated by thirty-four cuts, of which
seventeen are quartos, and the remainder occupy in each case
about’ two-thirds of a large folio page. The whole form one
series, made expressly for the book, and all by the same hand.
Sixteen of the quarto cuts represent figures of the Roman Gods,
and the remainder incidents in mythological story. It is obvious
that the cuts were copied from designs which possibly were not
made with that object in view. All the figures are the wrong
way round, left-handed, their swords girt on the wrong side, and
so forth. This marks the woodcutter as an unpractised hand.
The designs are not remarkable for any great refinement or
grace, the figures being somewhat stiff and misproportioned,
and the perspective always wrong. The grouping is loose, the
figures are all disconnected and wanting in balance, whilst,

1 See two articles by Professor Sidney Colvin in I’Art, 2nd vol. for the year

1878, pp. 149, 180.
2 Campbell, 4nnales, No. 1348, note.
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at the same time, a great deal of space is wasted. There is an
absence of refinement about the whole series, which is the more
remarkable in the workshop of so educated a man as Colard
Mansion. The draperies are not gracefully laid, their outlines
being rude ; they are not, however, stiff. The faces are wanting
in expression, but they are not ugly. The gestures are naturally
stiff, the figures being hardened into wooden blocks, about which
the clothes seem to wave in the wind. One instance of childish
weakness in perspective may be noticed; it occurs in the pic-
ture of Arachne and Pallas. The interior of a room is depicted,
in which women are doing needlework. The pavement is made
of square tiles. These are rendered by lines at right angles to
each other, dividing the lower portion of the cut into the like-
ness of a chess-board, and giving the floor the appearance of
a vertical wall.

So far as the woodcutting is concerned, the lines, though
rather stiff, are clearly and cleverly cut. They do not bulge
or bend, but where the cutter intended them to lie there they
are set. They are not hurried in the cutting; at the same
time, they do not present any indications of a carefully-studied
working out of line, like the blocks of the Canticum. The
outlines are generally supported by fringes or bands of hatch-
ings. The spaces between these hatchings are not very narrow,
so that the general effect of the cut is light. It is not
streaked with bands of black, ruled with fine light lines, but
with bands of black lines, each well separated from its neigh-
bour. The short hatchings are not pointed, but uniformly thick
in their whole length. The execution is marked by openness
and simplicity. There is no aim at any success of a high
order,—all that was desired was a set of outline prints, lightly
shaded, and capable of after illumination. In looking at this
series one is reminded of the style of the Second Utrecht cutter,
for the way in which the open shade hatchings are combined
with clear-cut outlines is common to both.

Did Colard Mansion make the woodcuts himself ? We know
that he had relations with Gerard Leeu, and so would very
likely have chosen his cuts for imitation ; moreover, we find no
more cuts by this hand. Combining this with the evidence in
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printer and then from another, borrowing cuts from one man,
lending them to another, selling off his old types to a less suc-
cessful office, moving about, like many of his contemporaries, to
find the best scene of operations, evidently preserving relations
with more than one foreign printer—visibly an energetic, hard-
working man, above most—a passionate man, withal, as we may
chance to find out—a man at any rate worth turning our glass
on in this distant assembly. Indeed, as I have said, Gerard
Leeu was the central figure among the printers of his day,
and none of them all deserves a statue so well as he. Several
noticeable woodcutters worked almost exclusively for him; but,
before noticing them, it may be well to trace out what we know
of the master printer’s career.

Nothing is heard of him before the year 1477, when he
published at Gouda an Epistles and Gospels and five other
books. He appears to have belonged to a family well known
in his town, members of which had occupied various municipal
posts of honour. On the 3rd June 1480, he published his first
edition of the Dialogus creaturarum moralisatus, illustrated by
numerous woodcuts. The book was so popular that no less
than six editions of it were called for between the years 1480
and 1482. During this period he used two sorts of type: the
first was very soon abandoned; the second never appears at
Gouda after 1482, but, at a later date, it is found at Zwolle,
in the possession of Peter van Os. For some months we do not
meet with any book from Leeu’s hand. Other printers were at
work in the same town—notably Gotfridus van Os or Govaert
van Ghemen, and possibly more besides. Still, with Gotfridus
he was on terms friendly enough, lending him his cuts and
borrowing from him in return. About the end of the year
1482 he began to think of moving to some wider scene of
operations, and, with a view to this, he appears to have got
rid of all his old materials, and to have made, or had made,
for himself three entirely new sets of types. With these he
began to print on the 1st Dec. 1483.

On the 10th day of the same month Jacob Bellaert began
to print at Haarlem. His materials comprised a set of one of
these same new types of Leeu’s, and a portion of his series of

c. w. 3
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quarto cuts. The connexion between the two presses was thus
very close, and it is best to regard the Haarlem press as a branch
of Leeu’s. The last of Bellaert’s books bears date 20th Aug.
1486. After its publication he seems to have closed his esta-
blishment and sent all his materials, except a few that went to
Leyden, to Gerard Leeu.

On 19th June 1484, Leeu printed his last book at Gouda,
and then set out to find a place better suited for his work.
He appears to have gone first to Bruges’, having probably
heard of Colard Mansion’s failure, and taken some steps towards
setting up there himself. This came to nothing, and he went
on to Antwerp, where he was destined to spend the remainder
of his days. On 18th Sept. 1484, he prints his first book—
a Gemmula vocabulorum—in that town, and, from this time
forward, his work proceeds regularly to the day of his death.
His name occurs on the books of the guild of St Luke, in the
year 1485. The documents of this guild exist as far back as
1442. The names include those of painters, sculptors, glass
founders, illaminators, printers, “ heilige-printers, figur-printers,
beeldeken-printers,” and others*®

Leeu seems to have had a brother, named Nicolas, working
with him, for, in the year 1487-88, we find four books, the
imprints of which bear that name, though the type and cuts,
and even the device, as well ‘as the style of printing, are iden-
tical with those of Gerard. It may be considered certain that
they worked together in the same shop, but that, in the case of
these four books, the whole of the work was done by Nicolas,
who therefore appended his own name to them.

In the Bulletin du Bibliophile Delge I find an entry, quoted
from an “Acte de reconnaissance d'un cens recu par les
échevins de Louvain” Tt says®: “Item Johannes de Aken
commorans Lovanii et magister Gerardus de Leeu impressor
librorum commorans Antwerpie.” Without further informa-
tion it is impossible to say to what this refers. Was Leeu
thinking of moving again ? or does this merely record some

1 Campbell, A4nnales, No. 1492, note.
2 Bulletin du Bibliophile Belge, 1., p. 75.
3 « Acte du 23 fev. 1487, 1re chambre échevinale.”
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transaction between him and the Louvain printer? At all
events, if he had formed the intention of moving again, he
never carried it out. He was in the right place at Antwerp,
with every advantage that frequency of communication with
foreign parts could give him. He published books both in
French and English—the latter, reprints from those of William
Caxton, with whom he appears to have maintained close
relations—and, in fine, he occupied a position of the highest
respectability’. In the year 1493, he undertook the publication
of a reprint of the Cronycles of the Londe of Englond. While
this was in progress a workman of his, one Henric van Symmen,
a graver of letters (letterstekere, dair men boecken mede print),
in a quite nineteenth-century fashion, struck work and de-
. termined to set up on his own account “om meerder winningen te
doene.” Upon which, the story goes, Master Gerard became very
angry, as well he might, and from high words passed to blows,
striking at the unlucky type founder, who, however, in turn,
accidentally, as it were, “denselven meesteren Geerde een cleyn
steeczken gaf in syn hooft,”—gave him a very slight poke in the
head. The result of which “cleyn steecxken” was that Master
Gerard lay for three days at the point of death, and then died.
The workman was brought before the judge on the charge of
killing his master; but was allowed to make composition
for his offence in the amount of forty gulden, to be paid into
the Duke of Burgundy’s exchequer’. The Cronycles of the
Londe of Englond were finished by the’ workmen in Leeu’s
office. They added at the end of the book, “Here ben endyd
the Cronycles of the Reame of Englond, with their apperteig-
naunces. Emprentyd wn the Duchye of Braband, in the towne of
Andewarpe. In the yere of our Lord, M.cccc.aciii. By maister
Gerard de Leew, a man of grete wysedom tn all maner of
kunnying : which nowe 7s come from lyfe unto the deth, which s

1 For further information see three articles by Messre. Van der Meersch and
Campbell, Bulletin du Bibliophile Belge, iii. 7; iv. 4; vi. 1.

2 The story is told in the registers of the court—Register No. 12904, Compte
de Vécoutéte d’Anvers de la St Jean a la Noel 1493—quoted at length by
M. Ruelens, Annales du Bibliophile Delge et Hollandais, Brussels, 1864, 8vo.
page 7.. .

3—2
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grete harme for many a poure man. On whos sowle god
almighty for hys hygh grace have mercy. AMEN.”

All Leeu’s plant was scattered after his death: some of
it went to Liesveldt, who may practically be considered to
have succeeded him at Antwerp; some reappears, at a later
time, with the Collacie Broeders at Gouda; a large number
of cuts went to Peter van Os at Zwolle; the woodcut device of
the castle of Antwerp was afterwards employed by Thierry
Martens. © Nothing more is heard of Nicolas Leeu; the name
henceforward disappears from the community of printers.

We have seen that Leeu began to print at Gouda in 1477. -
With the exception of a small device which may practically
be disregarded, he uses no woodcuts before 1480. In that
year he prints his first edition of the Dialogus creaturarum
moralisatus, illustrated by no less than 121 cuts. All these
were by the hand of the wopdcutter with whom we must now
deal. They represent the various natural objects, plants, birds,
beasts, and fishes, with which the dialogues of the book are
concerned. Each cut is broad and short,- measuring, on an
average, about 4 inches by 1§. A few larger ones are found
here and there, but they are the exception. One of these
is on the first page, which, in addition, contains a big initial
letter, and is surrounded by a folio-border in four pieces. The
idea of the whole is clearly taken from the beginning of
Veldener's Fasciculus of 1480, which 1s also surrounded by a
border, and ornamented by a woodcut capital letter. Nor is
this the only instance of imitation; for both Leeu’s Gouda
devices were clearly suggested by those of the same printer.
The style of execution of both was also very similar, and I
incline to the opinion that Leeu’s was a pupil of Veldener’s
workman. Both are purely line engravers, working in wood.
We are happily enabled, in the case of this series of cuts, to
find out something of the woodcutter’s method of working.
By a careful series of measurements, it may be shown that
every two or three consecutive cuts were originally carved on
a long narrow block, which was afterwards divided.” Thus each
of the groups.formed of the cuts numbered in my catalogue
4,3, &2: 5,7, & 8: 12,14, & 15: 18, 20, & 23, were carved
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on a block together. Such, too, was the case with many pairs—
as, for example, Nos. 27 & 28, 30 & 31, 35 & 36, 53 & 52, 54 & 55,
and so forth. It is quite possible that a more patient observer
would prove the blocks to have been originally joined above and
below, as well as end to end ; but this I was not able to effect.

The whole series is quite clearly by the same hand. Here
and there slight changes of style may be observed, but they
mark the action of a hand which is essentially tentative,
striving to find its way, careful but uneducated, willing to
learn, ready to imitate any good work; but never hurried,
never attempting to supply its deficiencies by any tricks or
pretences—a straightforward, plain-speaking, hard-working
artist, painstaking, but of no great talent, and possessed of
no deep fund of original resources. He borrows, as we have
seen, from Veldener’s Utrecht cutter, not only hints about
design, but a style of woodcutting, to which he closely adheres.
It is a style of the purest outline, almost entirely without
shade hatchings. These are only here and there introduced,
and then they are kept wide apart from each other. The
last cut but one, representing Man and Woman, recalls very
strongly, in style of execution, the pretty little series of cuts
in the Book of the Golden Throne, by the unknown printer
“ G 1” of Utrecht—cuts which, it will be remembered, were by
the Utrecht woodcutter. This Gouda workman is by no means
without power. If the designs also were his, he must have
been a man of real originality. He is, however, held in by
the materials with which he has to deal, and which he cannot
reduce tosubjection to his will. He is like a stammerer carried
away by enthusiasm, whose words find their way out anyhow,
but are often all the more impressive for their evident earnest-
ness. So now and then he bursts through his bonds, and attains
a real success. He has, for example, a picture of the Wind
(No. 7), represented by the face of a man blowing vigorously
with distended cheeks. So far as the face itself goes, there is
no lack of expression. Nothing could render with more simple
success the intended idea. And the. beauty of it is, that the
whole thing is finished with two or three lines. But the artist
" wants to shew the effect of the wind, and, for this purpose, he is
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obliged to introduce clouds: a wind must blow something. But
here comes the difficulty. Men had, for centuries.before his
day, been learning to draw faces, and he received the heritage of
all the labour of his forerunners, enabling him with ease to
represent a face by an abstraction of a few lines. But clouds
are quite a different thing. You cannot get a wind-rent cloud
to stand still, you cannot represent its furred outline melting
away against the blue sky, or riven into wreathed scrolls by the
gale, as a thick black curve. In fact, it has taken generations
of hard-working men to learn how to draw clouds at all. So
that our poor woodcutter was here fairly at his wits’ end, and
had to confess it, and quietly to take a symbol of zigzag
lines which others had used before him, and, casting them a
little more free than usual, say thereby, ¢ You know what a
cloud is like, as it races before the wind; fill all this up for
yourself” Speaking generally, he succeeds better in dealing
with figures at rest than with those in motion. He has not the
ready eye, which observes and fixes the bending folds of a robe
or the changing gestures of the body.
We may observe several instances of his making trial of
some new treatment for grass or ground, and adopting it in
~a modified form. It is this which marks him as a progressive
artist. In one instance—the inside of a bucket—he introduces
some shade, and renders it with cross-hatchings. But he never
tries them again : shade is beyond the range of his powers. His
knowledge of perspective is never very great. His houses do
not stand firmly—though, happily for him, he more often has to
draw them tumbling down. Where he shews his power is in
finding out the critical lines in any object. He distinguishes
with great success between one bird and another, drawing both
only in outline. You can generally tell exactly what animal he
means. With three lines he produces an owl, which you cannot
possibly mistake for any other bird. He thinks he has done
almost enough with his crow when he has made him black, but,
in order to be quite sure, he outlines his wing correctly with a
white line. As a rule, what he does is to seize on one charac-
teristic feature and render that, leaving the rest for the spec-
tator to supply for himself. '
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He made also a set of square cuts, rather too broad for
the ordinary quarto page, representing the Last Four Things
—Death, Judgment, Hell, and Heaven. The style of these is,
in all respects, similar to that of the Dialogus series, but on a -
larger scale. The figures introduced are much taller, and show
a more ambitious attempt at grouping, and slightly more anima-
tion in the figures themselves. The designs are quite simple,
there being a great deal of space left unoccupied. The method
of working is again in pure line, only a few very widely sepa-
rated shade-hatchings being added down the legs, and here and
there on the draperies. It is a remarkable thing that the book,
in which, so far as we at present know, these cuts first appeared,
was the Quatuor novissima, printed by Arend de Keysere at
Audenarde, about 1482. This is the more strange as it is the
only known case of a connexion between the printers of Auden-
arde and Gouda. The same set of cuts was copied for Peter Van
Os by the Second Zwolle cutter. ‘

Another similar set of four square quarto cuts was made, to
illustrate a History of the Seven Wise Men of Rome. They are
entirely in the style of the preceding four, and belong quite
clearly to the same hand and date. They occur for the first
time in an edition printed at Gouda, at the anonymous press
from which, in 1484, came the Epistelen ende evangelien, and, at
some unknown date, the Teghen die strael der minnen. The
printer of all three was probably, as we shall see, Gotfridus
de Os. No complete copy of the first edition exists. The one
at Haarlem wants a few pages, and, amongst them, one which
must contain the first cut. The others occur, in a later state, in
the edition of the book printed by Leeu, some time before 1483,
The background of the second cut, which contained a shaded
wall and a tesselated floor, has been cut away, and the other two
blocks show signs of considerable wear and tear.

We are able further to separate ten folio cuts as the work of
this hand. TUnfortunately we never find them all togetlter,
and some of them appear for the first time at Zwolle. We
know that when Lecu gave up the materials of his first press, he
sold a portion of them to Peter Van Os. The Dialogus series

* he retained for himself, the two sets of quartos were laid aside
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as no longer serviceable, whilst the folios went, along ‘with the
founts of type, to Van Os. They were made to illustrate the
Gesta. Romanorum, with the exception of the last, which is only
found in a Sielentroest : it is, however, I believe, a Gesta Roman-
orwm cut. The only way to account for the fact that Leeu uses
but six of them, in his edition of the book, is by assuming that
the remainder were not finished in time. He may quite pos-
sibly have published a second edition, of which we have no
record, but where the whole set would be found complete in its
right order.

The subject of each is the whole story contained in a chapter
of the book. All the principal incidents in it are represented
by different groups. Usually no attempt is made, by separating
them in compartments, to shew that the same people occur
over and over, but all the incidents are grouped together and
represented as one large gathering of people. Now and then
one ‘event is divided from the others, being seen through an
archway, or in the interior of a house. Twice the block is
divided into compartments, each of which is treated as a sepa-
rate picture from the rest. The point of sight is placed very
high, the views being arranged somewhat as though seen out
of a balloon. The figures in the background are raised over the
heads of those in front, in a manner which usually characterises
the work of very untaught schools. It is rather surprising
to find this method in use at a time when Memling was living,
and when a school of painters, strong at all events in technical
power, was spread through the country.

The woodcutting is as careful here as in the Dialogus, the
lines being as clear-cut and as thoughtfully laid. In this case,
however, the difficulties encountered were much greater, because
of the large number of figures to be represented, and the neces-
sity of grouping and balance. The faces, especially those of the
women, are charming in their simplicity. The gestures are
natural, as far as they go, the drapery is very well arranged,
without any complexity  in the folds. The general effect
is decidedly pleasing. There is no elaboration of detail;
nothing is attempted that cannot be attained. It is like the
work of a very careful and painstaking child, with all its sim-
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plicity. There is hardly any shade added; the outlines, as a
rule, are left quite plain, and intended only as a guide for the
" painter. Nothing more is known of this woodcutter after 1482,
when Leeu’s first press comes to an end. In that year we meet
with a new set of cuts, marked by certain fresh characteristics,
and which must, for the present, be referred to a fresh hand. It
is not impossible that they may merely represent a stage in the
transformation of this woodcutter’s style; but such an as-
sumption we may not make. For us, a new style must be also
a new hand. It.is easier afterwards to combine than to divide.

SECT. 9. The Second Gouda Woodcutter.
(1482—1484.)

On the eve of St John the Baptist in June 1482, Leeu
printed his fifth edition of the Dialogus. In the previous
editions, the three consecutive dialogues relating to Two Metals
were illustrated by the same woodcut, printed three times over.
It was a particularly simple one, and represented merely two
bars of metal lying side by side, enclosed within a double border
line. The bars were drawn in perfectly plain outline, without
any addition whatsoever. This time, however, an impression
from a new block takes the place of one of the three, and
contrasts strongly with the others. For the outlines are no
longer so even; the edges are rather furry; they are not so
carefully cut as before; and, in addition, the lines are supported
by a long row of short pointed hatchings, meant to throw the
‘bar into relief. But the real cause of them lay much deeper
than this. All the woodcuts we have so far investigated have
been essentially work in line. The figures, buildings, trees,
grass, and so forth, have all been carefully represented by pure
outlines. There has very seldom been any attempt to produce
effects of light and shade. The artists were content to render
simple flat form, and found even that more than they could
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attain. All their care was required to carve away the.wood
cleanly, and to leave the line they intended standing with clear,
well-finished edges. Their ideas of woodcuts were founded "
on line engravings. The complexity of the latter was more
than they could attempt to render in a less tractable material,
and by an inverse process. But still, while omitting all the
details they could, they adhered to the general principle and
worked in lines, never observing that to produce them they
had to dig out spaces, and that in spaces therefore their work
should have been,—that their aim should have been to produce
a combination of flecks of white, pleasing to the eye, and, at the
same time, representing the forms and figures which they
desired.

But any false system carries in itself the seeds of its own
decay; and this is no less true in art than in other matters.
The system of digging out large masses of wood, to produce a
few graceful curves, was one which involved the maximum
of care and attention and produced the minimum of effect.
It was therefore one which no great man would waste his
energies in following, and no mean one would restrain his
wandering attention long enough to perfect. Thus the great
men abandoned woodcutting, and devoted themselves to en-
graving on metal, and the little men abandoned the system of
woodcutting in its simplicity, and produced more and more
frightful things; but this tended more and more to the dis-
covery of the right method. The trouble of cutting away so
much wood, no less than the fragile nature of the ridges formed
in such slender relief, led woodcutters gradually to leave more
and more of the original surface intact, but their false notions
induced them to arrange it in lines.

From this cause arose the fringe-lines, comb-lines, and the
like, already more than once referred to, in which a long outline
is flanked by arow of mechanically formed hatchings, generally
pointed, always meaningless. The idea of them is that they
represent solid form. But they do not, and cannot; and, from
the moment of their introduction, they are the seeds of decay,
gradually destroying all that had been noble, if childishly so,
in the early art, and producing, at best, merely a ground pre-
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pared, as it were by manure, for the growth of a strong and
healthy crop. This, however, did not show itself in the Nether-
lands, but in South Germany, in the first half of the following
century™.

Now, the woodcut of the Two Metals marks for us the
change, and the date of it. The workman who made it was
not a careless man—not by any means careless; so he shows us
all the more visibly the inevitable tendency. He seems, as
we shall see, to have taken his inspiration from engravings.
All his cuts would be right enough if they were worked in furrow
instead of in relief. But they are not in furrow, and therefore
they are false in principle.

We find the man engaged with a more extensive under-
taking on July 20th of the same year, 1482, when Leeu
prints a Liden ende passie ons Heeren, illustrated by thirty-two
quarto cuts. We have good reason to believe that these cuts
had already appeared once before. The questions raised by
them are so numerous and interesting that it will perhaps be
better to approach them from a different direction.

There are in the Print Room of the British Museum three
small engravings, preserved amongst the anonymous prints of
the fifteenth century. They represent the Baptism of our
Lord, Christ washing the Disciples’ feet, and Pentecost. All
of them are by the hand of a master of the school of E. S. of
1466. A somewhat larger print of the Mass of St Gregory,
kept in the same case with the others, is by the same hand.
The engravings are marked by a very noticeable softness of
tone, due, not only to the fineness of the lines, but to the
light grey ink employed in the printing. The outlines are
usually firm, and the shading presents all varieties of tone,
from the lightest covering of finest lines to perfectly black
spaces. The faces are generally expressive, the features being,
however, somewhat coarse, the noses large, and the lips thick.
The hair is usually excellent, especially when: it is worked
out in a profusion of curls.. The extremities are badly drawn,

1 For an excellent general criticism of the style of design of the central
artist of this school—Hans Holbein—see Ruskin, Ariadne Florentina, Orpington,
1876, 8vo. Chaps. IIL. and V.
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though quite in the manner of the school; the wrists, for
instance, are far too thin for the breadth of the knuckles. The
limbs, on the other hand, are unusually well drawn, with clear
and natural outlines. The drapery presents a certain character
of flow, the finely-gradated shade giving depth, as well as form,
to the folds. It is unfortunate that only three of this set
remain. To judge from the excellence of the work, they seem
to have been the originals wherefrom was copied the set of
plates to which we have next to refer.

These are ascribed by Passavant to the master from the
town of Zwolle who signed his plates with the word Zwoll,
a contraction for Zwollensis. Fifty-two of them are catalogued,
and specimens of forty-nine of that number are preserved in
the British Museum. They were attributed to this master on
account of a doubtful mark within the door of a tomb in the
Raising of Lazarus. It is more likely that the mark in question
is merely a detail of the stonework, and the series is really
unsigned. The style of the work is not altogether like that
which we associate with the Zwolle artist, and it is safer to
refer it to the hand of an anonymous engraver. Comparing
the three corresponding prints in this set with those above
described, we see at once ‘that the former are copied from the
latter. The similarities of detail are too close to be due
merely to a common type. The execution of the copies is
very much harder than that of the originals. The lines are
much blacker, and the very fine shade is altogether wanting.
The spaces of dark shade are hard and even; they want
variety of tone. Again, the faces are rather devoid of ex-
pression, the noses being particularly broad and flat, and the
eyelids large and conspicuous. The attitudes of the figures
are usually stiff, and the gestures exaggerated and unnatural;
the perspective is generally false.

These two sets, as I have said, are, clearly, very closely
connected together. Not only are the subjects the same and
the figures grouped in the same manner, but the figures them-
selves may be said to be the same. A third, and somewhat
larger, set of engravings is preserved with them in the British
Museum. Each print is mounted on a leaf of an octavo MS.
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and surrounded by a rough coloured border. The bottom of
the page and the verso of the leaf are usually occupied by a
written description of the engravings in Dutch. Thirty-eight
prints belong to the series; the remaining seven are of a
larger size, and do not now concern us. The execution is rude,
and does not call for further remark. In these, while the
subjects are the same as in the others and treated in the same
manner, yet variations are introduced in particular figures.
The scale of the figures themselves is smaller, and they are
more loosely grouped together; at the same time, if the cor-
responding prints from each series are placed side by side, it
will be found that substantially the same figures appear in
each, acting in the same manner. This set, therefore, must
be considered as belonging to the same type as the others,
though not necessarily as copied from them.

The type is that peculiar to Holland in the last half of the
fifteenth century, and it is followed alike in a wall painting in
the north, or an engraving made in Flanders, or a woodcut
from Gouda, when the same subject is treated. Thus, in the
vault of the wooden roof over the east end of the church at
Alkmaar is a picture of the Last Judgment, rudely painted
in black lines on a greenish-blue ground, a few patches of
colour being here and there introduced. Christ is represented
in the centre, seated as usual upon the rainbow, with his feet
resting on an orb. Angels fly around him, and two are blowing
trumpets above. The Saviour's head seems to be between a
two-edged sword and a lily, or between two lilies. Below, the
dead are rising from their graves; away round on the right, is
the gaping mouth of Hell vomiting forth flames, and into it
the devils are casting the condemned. Behind it is a build-
ing, and through the windows souls may be seen in torment.
On the other side, and opposite to this, is the Lord seated
on his throne, receiving the Blessed into Heaven. Now, the
Last Judgment, Hell, and Heaven, though here united into
one picture, are treated substantially in the same manner as
in all the numerous woodcuts and engravings which we meet
with representing the same subjects. The variations, which
the taste, even of so late a day, permitted an artist to make
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in a received type, were very slight. They were restricted to
the gestures of the figures, and to their relative scale as com-
pared with that of the picture.

There are many other sets of engravings of which it is
hard to say whether they are copied from the set first referred
to or from copies of it, or whether they are merely of the same
type. Amongst these may be mentioned a series of eighteen
small prints, bearing the date 1490, preserved among anonymous
productions in the Print Room at Munich. Again, amongst
the known works of the engraver who signs himself L. Cz,
are three large prints representing the Temptation (B. 1),
the Entry of Christ into Jerusalem (B. 2), and the Flight into
Egypt (P. 3), which resemble very closely the designs of the
smaller series. Many others might be mentioned. Amongst
paintings of the same type are three of the seven medallions
arranged about an ZFcce Homo in the Museum at Antwerp
(No. 528 in 1874 Catalogue), and a small and very rude picture
of the Nailing of Christ to the Cross in the Archiepiscopal
Museum at Utrecht.

For our present purposes, however, the interest attaching
to this group of productions centres about the woodcut series
copied from one set of them. The first and most important
of these sets of blocks is the series of sixty-eight® quartos,
which Gerard Leeu had made for him at Gouda. This set
is complete, and may give us a hint what the full number
of the small engravings—evidently imperfect now—may have
been. Placed side by side with the engravings attributed to
the master from Zwolle, it is clear they may be copied from
them, or that both may come from some original set. At all
events, the relation between them is more than that of a
common type.

The first occasion of their use we can point to is, as already
said, the Liden ons Heeren of 1482. It is probable that all
sixty-eight were already in existence when this book was
printed, though only thirty-two of them were used. The set,
as a whole, was clearly made for an edition of the Devote
ghetiden van den leven Jesu Christi, the only book into which

1 Not 66, as Holtrop, following Enschedé, has called them.
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they exactly fit. Nor will it seem impossible that the first
edition containing them should have been lost, when we re-
member that of the second only a single copy has survived.

The next occasion on which they were employed was in
the printing of a set of sheets of woodcuts, with lines of poetry
under them, apparently intended to be cut up into separate
leaves. M. Campbell, taking his description from the notes of
Murr and Heineken, had referred to these sheets as probably
composing an octavo volume (C.A. 746). They were known to
have formed part of the library of the suppressed University
of Altdorf. From Heineken’s description it had naturally been
assumed that the cuts and text were alike engraved upon
wooden blocks; the sheets were known to be printed only on
one side, and the colour of the ink was described as brown.
It was therefore concluded that here was another block book;
and I was all eagerness to examine the only known impression
of it, in order to satisfy myself that work, of apparently so late
a date, had been in existence before the invention of printing ink.
For some time I could find no traces of the Altdorf Library;
at last it was suggested to me that I should make inquiries at
Erlangen. I did so; and the able Librarian of the University,
Dr M. Zucker, immediately recognised what I was looking for, and
produced the sheets of the so-called book.

Each leaf is now mounted on a large sheet of cardboard
The leaves measure, from the top of the cut to the bottom of
the last line of the fifteen verses beneath it, 7°3 inches. Their
breadth is about 3:2 inches. A careful examination soon
showed that they had never formed part of a book, but had
been printed six together on a sheet, so that the thirty-six
leaves are the cut-up portions of six sheets of the ordinary
folio paper of the fifteenth century. The cuts were the Leeu
quartos, already well known to'me. The type was that used
by Leeu at Gouda before the year 1483. The ink was black.
The sheets had indeed only been printed on one side, but that
was because they were meant for pasting against the wall or
into a book. They were printed in the usual manner in
a press. A close examination of the breakages proved that
these impressions were taken from the blocks at a later time
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10. Christ as the Gardener.
Thomas convinced.
The Supper at Emmaus.

11. The Ascension.
Pentecost.
Death.

12. Judgment.
Hell.
Heaven.

It has been generally assumed that the set is incomplete.
If so, the only places, where three additional cuts from the full
set could conveniently be added, would be after the third and
seventh half-sheets; but the set is probably complete as it
stands. Owing to the sheets being mounted on cards, it was
difficult to fit the top and bottom edges together, though the
sides went easily enough. Hence I could only with certainty
settle the arrangement as far as the half-sheets. How the half-
sheets should be joined I could not determine®. The object of
the sheets must for the present remain a mystery. They were
not for binding; that was proved by the fact that the top of
one cut must almost have touched the lowest line of the stanza
under the cut above. The papers having been divided crook-
edly, the top of a cut often appears just at the bottom of one
of the small sheets. Were they for pasting on the walls of a
room? The question must, for the present, remain unanswered.

In Dec. 1483, at least thirty-two of the series were at
Haarlem, for Bellaert uses them in the first book printed by
him there—Dat Liden ons Heeren. They soon returned to
Leeu, and we find him printing from the whole sixty-eight
blocks in a Devote Ghetiden, probably published just after his
arrival at Antwerp. Leaving out of the question the employ-
ment of single cuts on the title-pages of various books, thirty-
four of the series are used in Leeu’s Liden ons Heeren of 1485,

1 It is to be hoped that the authorities at Erlangen will take the sheets off
their cards and mount them afresh. It will be very easy then to discover the
correct arrangement. I believe Nos. 7 and 10 are halves of one sheet.

C. W, 4
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fifty-two in his Ludolphus of 1487, and the same number in
the edition of the same book which appeared in the following
year with the name of Claes Leeu. Four are used in the Vier
uterste of 1488, and twenty-one in the Liden ons Heeren of
Sept. 1, 1490. In the month of November of the same year
we find five of the blocks in the printing office of Peter van Os
at Zwolle, along with some others by a different woodcutter, to
which we shall hereafter take occasion to refer. It is probable
that the whole series went with them, except two, which parted
company from the rest, and came into the hands of Jacobus de
Breda at Deventer. One of these—that representing the Entry
into Jerusalem—occurs on the title-page of the Epistles and
Gospels printed by him in the year 1493. Peter van Os pub-
lished an edition of Ludolphus in 1495, in which only fifty of
the series make their appearance. The Entry into Jerusalem
was again used by J. de Breda in the following year. With the
exception of this cut, and the Man of Sorrows, the whole set
returned once more to Gouda in 1496, where they came into
the possession of the Collacie Broeders. After this it becomes
somewhat hard to trace them. About 1499, two—the Longinus,
and the Descent to Hades—were included by Jacobus de
Breda in a Quattuor Novissima. And finally, in 1510, twenty-
six are again found together in a Ludolphus printed at Antwerp
by Adriaen van Berghen. It is worthy of note that amongst -
these was the Entry into Jerusalem, which was thus once
more in the company of its fellows after so long a period of
separation.

Concerning the style of the woodcutting it is not necessary
to add much to what has already been said. Attention has
been directed to the fringes of pointed hatchings, which flank
the outlines in these cuts and destroy the good effect of their
line work. Whenever the outlines are left clean, as sometimes
about the heads and arms, they show great care in the execution.
The features are usually well finished; the expressions rendered
by them are simple and generally natural, though occasionally
exaggerated into grimace. The outlines of drapery are confused,
and, when the cuts are not coloured, it is often difficult to
distingnish the cloak from the robe beneath it. The hair is
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stiff and heavy, and the locks are, in general, carelessly arranged.
The foreground is sometimes left black, and the details of grass
and flower are cut out of it in white. In the background, on
the other hand, the contrary is the case, and black plants are
projected against a white surface. The outlines of the hills,
or undulations of the ground, are thick, and often fringed with
long pointed hatchings. The walls of buildings are covered
with a rude shading, formed of rows of short lines placed end
to end with blank spaces between, the breaks in one row lying
opposite the lines in the next. Architectural ornaments are
always of the rudest; trees and plants are treated in an entirely
conventional manner.

Though the designs of the engravings are usually closely
followed, they are, from time to time, modified to suit the dif-
ferent material employed. The attempt has sometimes been
made to produce a direct, instead of a reverse, copy; this in-
variably throws the perspective even more in fault than it is
in the originals. The figures are short, but they have a decided
charm of their own, such as belongs to the naive work of child-
ren. The gestures are quiet and natural, so long as violent
action is not intended; if it is, they become exaggerated and
absurd. The draperies are usually well arranged, but the fringe
lines spoil them. The grouping is good when the number of
figures is small; if, however, very many are introduced, their
presence is indicated by vistas of head-crowns or halos. The
range of the workman’s power is limited ; a very small difficulty
is too much for him, and he has to supplement the objects
which he tries to represent by all sorts of symbols. '

The Seven Sacraments of 19th July 1484, the last book
known to have been printed by Leeu at Gouda, was illustrated
by a new set of cuts made expressly for it. They offer a
certain peculiarity of frequent later occurrence. The book is
a folio, but the largest of the cuts are quartos. In order to
adapt these to the width of the folio page, a narrow cut was
made of the same height as the quartos, and this, when placed
by the side of each quarto in turn, produced the appearance of
a half-folio cut. Each cut represents one of the Seven Sacra-
ments, the sidepiece a teacher, who explains to his pupil the

i 4—2
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meaning of the rite. At the end of the book are two folio
diagrams of the trees of Kindred and Affinity, copied from
those which appeared in Veldener's books at a slightly earlier
date. The style of the woodcutting is in all respects similar
to that of the series of sixty-eight. The narrow cut presents
indications of a tendency towards.greater freedom and less
careful treatment of details. Leeu uses it alone, in 1485, as
an ornament for the title-page of Cato moralissimus.

The same woodcutter seems to have made a complete set of
16mo cuts for the illustration of some book of which we have
no record. The first indication that we have of their existence
is from the Rosencransken, printed at Gouda on 9th March 1484.
On the title-page of this is a cut representing the Sacred Heart
of Christ wounded by the spear. It is surrounded by the
Crown of thorns. The thirty pieces of silver are arranged as
a chain about this, and four of its links are the pierced hands
.and feet of our Lord. This type of cut is exceedingly com-
mon ; it appears in most of the printing offices of the day.
It is quite possible that the block was made for the book in
which it is first printed. Shortly afterwards, however—pro-
bably a few weeks after Leeu’s arrival at Antwerp—he pub-
lished a more elaborate little book with fifty-seven prints,
entitled Rosarium Beatw Marie Virginis. Of these, six are
rosaries, printed from three different, but similar, blocks. A
few others are repetitions, but the majority form a series
evidently adapted to the book. This series is not, however,
uniform in workmanship, but shows distinet evidence of the
co-operation of two workmen in its production. The same is
the case with a Jordant Meditationes of 10th February 1485,
where many of these cuts reappear, accompanied by a consider-
able number of others, some by this cutter, some by a new
hand.

Separating from the mass all those blocks which seem to be
the work of the artist at present under consideration, the series
so formed is at once seen to bear a strong resemblance to
that of the sixty-eight quartos. The resemblance is all the
more striking when the treatment of the subjects is examined.
Tt is possible to imagine that we have here the traces of a
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corresponding set of sixty-eight 16mos. Or we may suppose
that the workman, resident at Gouda, was engaged upon sets of
cuts for these two books at the time when Leeu moved to
Antwerp, but had not completed either; Leeu would thus be
obliged to employ a new workman to make the blocks which
were still wanted. Or, again, it might be suggested that the
sets were wanted in a hurry, and therefore two men had to be
employed simultaneously upon them—probably a master and
his pupil. After this date there is no certain evidence of the
activity of this woodcutter. Some prints are indeed found
which, at first sight, it would seem natural to refer to him;
but they present considerable differences of style, and, on closer
examination, are found to arrange themselves as the work of
another hand. The style of the series of 16mo cuts is, to all
intents and purposes, the same as that of the quartos which had
preceded them by the same hand. The only differences are such
as result from the smallness of the scale on which they are
made, and by a visible increase of dexterity, though not of
power, in the handling of materials. They were very frequently
used by Leeu in his Antwerp books—no less than twenty-one
times. In 1493, the year of his death, three of them went to
J. de Breda at Deventer, at the same time as the quarto cut
already mentioned. It is possible that these formed a stray
lot, and were sold as such at the dispersion of Leeu’s materials.
The majority of them would by that time have been worn out ;
a few passed into the hands of his successor Adrian van Lies-
veldt, who employs them in seven books printed by him before
the end of the century.

Sect. 10. The First Antwerp Woodcutter.
(1485—1491.)

The remainder of the series of 16mo cuts for the Rosary and
the Meditations of Jordanus, mentioned in connexion with the
Second Gouda woodcutter, were, as was said, the work of an-’
other hand, It is not possible to refer any other cuts definitely
to the same workman. Judging, however, from this small
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number, he need not delay us very long. He seems to have
been careless and untaught—a decidedly rude and feelingless
workman—with no ideas about graceful arrangement of line
or mass. Not only was he without originality, but he was
unable to follow carefully the lines already traced out. His
figures are shapeless and altogether out of proportion, their
faces frightful and expressionless. They are grouped together
at haphazard. The outlines of drapery are stiff and angu-
lar, irregular in thickness, and arranged without any aim
at harmony. The backgrounds of wall or window are out of
perspective, and badly shaded with cold dead masses of short
hatchings. The subjects left to him were almost all ghastly,
and he treats them in a most painful manner, insisting only
upon horrible details, and enforcing the brutalities of those
who inflicted suffering, and not the heroism of the sufferer. He
is the first, and one of the worst, of a set of men who cannot
be called artists, and whose numbers increase among the wood-
cutters as the years pass on and bring us nearer to the end of
the fifteenth century—a century which, as we know, brought
with it at its close an epoch of strife and discord, and sounded
“the death-signal of all the glorious life of activity to which the
industry of the southern provinces of the Low Countries had
given rise.

A few stray cuts appear, in the year 1486, in Leeu’s
printing office, calling only for a passing notice. The first is
his new device. It represents the famous citadel of Antwerp,
surmounted by an eagle ; two banners float above the principal
tower, bearing the arms of the Archduke Maximilian and
those of the Holy Roman Empire. The cut is not well de-
signed : the outlines, indeed, are firm and clear, but the whole
is covered with a sprinkling of short blunt shade-hatchings,
which destroy all general effect and give no added meaning.
The block was constantly used by Leeu during the remainder
of his life; after his death it came into the possession of Th.
Martens.

Another cut, which reappears at least five times, represents
a Master teaching five Scholars. The subject was one very com-
monly introduced on the title-page of educational books. It
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is therefore one of those for which a typical rendering became
customary. Here we are shown the master seated in an im-
posing arm-chair raised on a dais. The seat is very much too
large to be comfortable. On one of the arms is a rest, support-
ing an open book. The teacher holds an imposing birch rod in
his hand, and addresses himself to the scholars, seated on a
bench before him with their backs turned to the spectator.
Another cut, found in company with this, and by the same
hand, also displays a Master similarly furnished, seated in a
chair on the right. A scholar stands before him. Between
them grows a tree whose trunk and branches are wreathed
with scrolls. This forms another of the well-known types, com-
monly found in Germany, and probably copied from a German
original®.

A book giving an account of the election and coronation of
the Archduke Maximilian as king of the Romans contains a
representation of the Coronation ceremony. The book itself I
have not been able to see, but a reproduction of the cut
(seemingly bad) is to be found in the Messager for 1849. It
would appear to be the work of the same artist as the other
two.

The style of these cuts does not require much comment.
The execution is careful, but not pleasing. The arrangement
of the masses of shade is on the whole bad. The lines are
thick, though clear, the shade-hatchings always mechanical,
and never conducing to the general effect. The design, on the
other hand, shows a certain advance, especially in the cut of
the master and five scholars. The positions are natural, and
even animated. The figures are well grouped with reference to
each other. The faces are, however, somewhat devoid of ex-
pression. The whole presents a certain aspect of freedom.
There is less stiffness, and more desire to represent the facts
as they might be supposed to occur. The naiveté is gone;
the simplicity which gave their charm to the quarto series
finds no place here. We have a partly successful representa-
tion of very uninteresting people. It is only a half success.

1 A similar design is found in two woodcuts preserved in the Cabinet
d’Estampes at Brussels (S. II. 21, 235 and 252).
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We are reaching the period of dull mediocrity, interesting only
in so far as it may serve as an example of the art in develop-
ment or decay. These cuts mark for us the introduction of the
new period. They show the distinct evidence of the influence
upon neighbouring workmen of an artist to whom our attention
must soon be directed. He had been working for the last three
years at Haarlem for J. Bellaert, and we know that the connexion
between that printer and Leeu was exceedingly close. It need
not therefore at all surprise us to find that the woodcutters
employed by Leeu should have imitated his style. The evi-
dences of this imitation will become more clear after our
attention has been devoted to the productions of the Haarlem
school.

Two large sets of folio and half-folio cuts, used more than
once by Gerard Leeu, were the work of the same woodcutter as
the preceding miscellaneous blocks. They are met with for the
first time, so far as we yet know, in the edition of Ludolphus’
Life of Christ, published in 1487. This was illustrated by a
most mixed assortment of prints. There were a large number
of the quarto series of sixty-eight blocks; to fit these to the
folio page there had to be made a considerable quantity of
complementary cuts and side-pieces. A certain number of
folios and half-folios by the Haarlem artist, or a workman of
his school, are mingled with the rest, and the remainder consist
of a set by the man under consideration. These, if separated
from the others, form a fairly continuous series. It might,
indeed, seem natural to suppose that the series would be found
alone in some book for which it was specially intended, but
this has not, up to the present time, been found to be the case.
Some light is shed on the question by the existence of a few
books, printed at Antwerp during the first third of the sixteenth
century, and illustrated by a set of cuts exactly corresponding
to these, but belonging to the Old Testament. One of these,
which represents the Fall, does actually occur in connexion
with both sets, and thus affords a further link to connect them
together. Even, however, if this were not the case, there could
be' no doubt whatever that we have here merely the divided
parts of one long series; for the similarity of style and form is
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so striking that one glance is sufficient to establish their
identity. It is clear that the whole series was made about
the year 1487, and was intended to illustrate some translation
or paraphrase of the Bible. The Old Testament part appears
in Den bibel int corte ghetranslateert on two occasions, and
seems so exactly to fit the book, that I am led to suppose it
probable that G. Leeu either printed or intended to print an
edition of it, with the New Testament included, and that, for
it, he had this set of cuts made. The folios represent events
in the life of our Lord or the Sacred history, parables, and
scenes from the Apocalypse; the half-folios scenes from the
Old Testament and the Four Gospels®.

The print of Christ brought before Caiaphas possesses an
interest, as showing another instance of a woodcutter copying
a well-known engraver. The cut is arranged in three compart-
ments. On the left, in the interior of a room, Caiaphas is
seated on a chair raised a few steps above the level of the
floor, his right arm resting on the arm, and a rod held in his
hand. His legs are crossed. ~Christ stands before him, bound,
and with a rope round His neck. He is held by three men.
On the right side of the cut, Judas is seen hanging from a
tree, with his money bag tied about his neck; and above, in
the background, he is again represented casting the pieces of
silver on the ground before the priests. That portion of the
cut which represents Christ before the High Priest is a rude
copy in reverse of the corresponding engraving in the well-
known Passion of Martin Schongauer.

In the year 1490, the Ludolphus cuts came into the pos-
session of Peter van Os at Zwolle; a few seem to have been
lent by him for a while to J. de Breda at Deventer, in 1496.
In 1499, they are all once more at Zwolle together in a fourth
edition of the same book ; and most of them reappear, in 1519,
in the same printing office. ,

In the following century, as I have said, the Old Testament
cuts are found at Antwerp; they are not known to have had
any travels.

So far as their style and design goes, they are amongst the

1 See note at the end of this Section.
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worst productions of a bad period. They present every indica-
tion of having been done in a hurry by a careless workman,
who was without interest in his work, and only strove to get
it done as quickly as he could. The figures are awkward and
stiff, the extremities utterly shapeless, the faces frightful, the
hair like masses of rope. The gestures are distorted, and the
robes graceless. The backgrounds are entirely wrong, the build-
ings out of perspective, the trees without life, the hills and
natural features, of whatever kind, perfectly false in design and
treatment. The outlines are coarse and uncertain, varying in
thickness without any regard to the solid form to be expressed ;
the shade-hatchings are often very long and pointed, arranged,
like black rays, as a shadow to detach the figures from the
ground. The details which are added are often unnecessary,
whilst those that are omitted are of the most vital importance.
Thus, the distant hills are sometimes striped with thick bars of
shade, while the people in the foreground seem to be standing
or kneeling in the air, for want of a few blades of grass in the
field, or a few bits of stone to suggest a road. The whole ap-
pearance of almost any of the set is suggestive of careless
hurry. They are frightful to look at. Those copies of Lu-
dolphus which I have seen have, in most cases, been carelessly
printed also, so that the general effect of the whole was the
ugliest imaginable. They mark a further step along the road
of decline. The woodcutters have chosen to work in lines;
and now the care is wanting to them to produce those lines
properly. They begin to hurry and slur over their work, and
the whole falls to pieces and becomes frightful at once.

A little 16mo cut, representing the Angel dictating to St
Brigitta, is bad enough to be by this hand. The same may be
said of a block made to complete the set for the story of
the Seven Wise Men, which Leeu lent to J. Koelhof de Lubeck,
a Cologne printer, in the year 1490. One of the blocks seems
to have been ‘lost by him, so that a new one had to be made.
It was done by the same hand as a set made to illustrate the
Romance of Melusine. In these the style is very strongly
marked. The outlines, though firm, are rude, the features are
shapeless and without expression. The foreheads are high and
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amount of freedom and power. It is clearly the work of a
practised hand. The outlines are not very firm, but they are
pleasantly formed, and work together harmoniously. There is
evidence of hesitation in the hand of the woodcutter, as though
he had drawn the lines clearly enough upon his block, but had
not complete control over his hand in the cutting. The print
is nevertheless on the whole successful, and is an ornament to.
the page, not a disfigurement.

On the 15th Feb. 1484, der Sonderen troest was printed at
the same press. This was a more extensive undertaking. It
is illustrated by a large number of woodcuts. In order to
economise his labour, and at the same time to fill the book
with illustrations possessing a certain degree of variety, the
artist adopted a kind of patchwork system. The principal
series of cuts were of the quarto form. To adapt these to the
width of the folio page a certain number of narrow cuts were
made, one of which could be placed on each side of the larger
cut; or four of them, arranged side by side, could combine to
form a complete subject by themselves. The idea was not
an unhappy one. The central cut, in many cases, represents the
judge seated in his court, the side-pieces contain the respective
pleaders who appeared before him, and thus a considerable
amount of variation was possible, without the necessity of making
a great number of expensive blocks. The narrow pieces, of
course, had to be designed with special reference to some one
particular cut, but they were afterwards thrown together asneed
might require, and the backgrounds had to look after them-
selves. The result, in the way of perspective, is often surprising
enough ; for, however well the principal figures may happen to
agree, their accompaniments very seldom fall together, and the
confusion is both wonderful and hopeless. Taking, however,
each cut at its best, in its right place with its proper com-
panions, the perspective is a decided advance upon what has
gone before. The accessories of walls, windows, and pavements
are more artistically chosen and more carefully finished. There
is a greater amount of suitable detail added, a large number of
objects upon which the eye may rest, and which have, to some
extent at any rate, been studied from nature. The figures,
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moreover, are more naturally rendered: there is less strain about
them, less forcing of them into the required attitudes, and
greater freedom of gesture and expression. This naturalism
finds its expression still more plainly in the arrangement and
flow of the draperies. There is no exaggeration of multiplicity
in the folds, and but little unnatural fulness; the whole is well
and carefully laid. The lines give some real indication as to
what the stuff is meant to be, and distinguish happily enough
heavy from light and stiff from flexible.

The first cut in the book—a folio—is very remarkable. Tt
shows more of an attempt at pictorial composition than most
others of the period. God the Father appears in the sky above,
seen through an opening in the clouds, with an angel on either
hand. These are casting Lucifer and his troop headlong on to
the earth. Sin descends with them, and its evil advent is sym-
bolised by the shower of black spots in the midst of which they
fall. In the upper part of the cut, on a hill and close to the
edge of a precipice, Adam and Eve are standing by the Tree of
Knowledge. Eve is taking an apple from the human-headed
serpent, who is coiled round its stem. The tree is much more
natural than any which have appeared up to this time; the
branches have a curvature of strength in them, and seem
capable of growth. They are dressed with masses of foliage,
and spread so as to hold Adam and Eve under their shadow.
Behind the tree is a wall and castle ; these, together with the
edge of the precipice, form the enclosure of the garden. On the
left side of the cut is a similar rocky elevation, but more broken,
and not the scene of any event. The two precipices enclose a
narrow valley. Through it a river runs into the ocean beyond,
stretching away under the shower of darkness. The upper
part of the cut, as we have seen, represents the origin of Evil,
shown in the fall of angels and men. The lower is devoted
to the Regeneration of which Baptism is the symbol. In the
distance, the Ark floats on the surface of the waters; in the
middle, are the children of Israel, just emerged from the Red
Sea, whilst the host of Pharaoh is overwhelmed in its waters ;
in front, is Christ, standing in. the stream, whilst John the
Baptist, kneeling on the bank, pours water on his head, and the
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Dove hovers above it. With all this multitude of incident
the cut is not crowded. The figures are all in natural positions;
the horses of Pharaoh’s host do gallop, and the devils are verily
falling. Were it not for the reflexion of the ark in the water,
which takes the form of a series of long pointed lines, and
produces the effect of a ship balanced on the back of a long
comb, the whole would be a very pleasing composition.

Tt is, further, worthy of notice that an attempt has been
made to fill the sky with clouds, the idea of them being
clearly taken from pictures in the style of Memling and Bouts.
It would be tedious to trace the exact correspondence between
the faces of shadow in the one and the rims of colour in
the other, or to follow out the attempt which the woodcutter
has made to indicate variations of colour by laying the shade
lines in different directions. Such points will be readily
enough perceived when the print is under the eye. The valley
through which the stream runs is remarkable because it shows
distinct signs of water-action; not that the artist had this
object definitely before him, but, in drawing his design, he must
have had a real valley in his mind’s eye. So the rocks on
each side have been eaten away and rounded off by the river,
and this to so great an extent that the upper part of the
precipice on the right overhangs in a quite impossible manner,
and the castle on its brow must inevitably fall headlong into
the sea. The same cliff reappears in one of the cuts in the
Jason series. In itself, as I say, it is of course an impossibility ;
but, placed where it is, as the side of a narrow waterworn
valley, the forms only are exaggerated, their nature being
perfectly right. Lastly, the water is really water: it splashes
about the feet of the horses, it eddies round in the corner
where our Lord stands, it breaks into ripples in the distance
where the corpses of the Egyptians go floating out to sea.
There are many other good cuts in the book, but this is the
most ambitious, the most restrained, and the most successful.
The artist, as it were, leaps in his first book into as good a
style as he ever attained. The most noticeable feature about
his work is the weakness of his lines. With all his good
feeling and aim at general effect, he very seldom succeeds in
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cutting his edges clearly and firmly. His lines always vary
in thickness and are uncertain in length, so that, if the effect
depends upon them, the result is a failure. On the other hand,
when spaces of white have to be dealt with, he is quite at
home. He tosses hair loose in the wind, or curls the locks of
an old man’s beard, with evident delight. He can- throw
benevolence even into the smallest face. He is always able
to outline a white mass correctly. The principal side of any
of his black spaces is in general correctly drawn, but he cannot
cut the other side clean, he cannot finish it as a line. ‘

He seems to have had a great facility in working, and to
have been eager besides, but he was fettered by the traditions
of the school. He was forced always to cut in lines, and yet
lines were the very things in which he was weakest. Thus,
from time to time he made a very bad block, and he never
produced work of the first order. He was certainly the best
woodcutter in his country at the time, but he fails from
what he might have been, as many another has failed, by the
throttling bonds of custom forcing him to do what, even in
doing, he shows, consciously or unconsciously, to be wrong.
‘When he has to cut clouds, or hair, or flames, or flowers,
he lets his hand fly, and shows you how pleased he is to
get a chance of digging into his block and thinking only of
the piece he is cutting out, not of what he leaves standing.
His shade-hatchings usually present considerable variety. He
sometimes fringes lines with short hatchings, but then these
are of all forms—one is never like its neighbour; the same
is the case with jagged-edged lines. For a pleasant effect,
however, you want harmony as well as variety, and this is
given in these cuts to a really surprising extent. The attitudes
of the figures are always unstrained, their expressions always
quiet ; the whole is perfectly simple and governed.

A further change was introduced by this artist in the scale
of the figures in proportion to the size of the block. Pre-
viously, each figure was more than half the height of the whole,
at any rate in a quarto cut, so that.there was little room
for background or added incident. A group of three or four
people filled the whole space, and, even so, they often had to
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be crowded to get them in at all. In the new style, however,
this is changed. When events take place in the open air
there is plenty of room left. - Figures are made smaller and
scattered about, hills are seen stretching away behind, and
there is enough of sky above to give a feeling of room.
Breadth and space, then, greater freedom and more pleasing
forms and expressions, are the characteristics about this artist
that divide him from all others of his day.

The Book of the Golden Throne or the Four-and-twenty
Elders was printed on the 25th of October in the same year
as der Sonderen troest. At the commencement of each of the
twenty-four chapters is a print representing the soul, as a girl,
kneeling before one of the Elders and receiving instruction
from him. The Elder in each case wears a broad-brimmed
hat with a crown round it. A short cloak hangs over his
shoulders, whilst beneath it a heavy robe falls to his feet.
It is clasped under his arms, and then separates, showing
the long garment which he wears under it. These twenty-
four prints are impressions from only four different blocks. In
execution they are not so good as those above described, being
somewhat formal and confused. The figure of the Elder is
stiff, but the kneeling girl is generally graceful ; her hair falls
over her shoulders in wavy curls, and her dress is arranged
in natural folds. In one instance the Elder is very badly
drawn. He is represented as enforcing his remarks by the
gestures of his hands. Put prominently forward as they are,
their utter shapelessness is very noticeable. The man’s position,
too, is unnatural and wooden, his robe is without softness and
his face without expression. In another case, however, his
figure is dignified. His head is covered with a quantity
of curly hair, and he wears a thick beard. His features are
clearly cut, his brow protrudes, and he is just opening his
mouth to speak.

Three of the cuts in the Four Last Things of 1484 had
already appeared in der Sonderen troest; a new one was
required for the chapter on Hell. This cut is remarkable
because it differs from the usual Dutch type, of which Leeu’s
quarto and the picture on the Alkmaar roof may be taken

C. W, 5
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as fair examples. In those the mouth of Hell is seen open
on one side, and devils are casting the condemned into it. In
the background is a building filled with flames, and souls are
seen in torment at the windows. On the roof is an evil-looking
devil blowing a horn, and a man by him holds up a drinking
jug over which the word nobis is written. The Haarlem artist,
however, discards all these adjuncts, and simply draws the
gaping mouth of a hideous beast and a few flame-clouds
floating about it. The reason for this change is not evident,
and I do not know of its having been followed by any other
woodcutter ; but it is interesting as showing that about this
date the restraints of precedent were being thrown off, and
woodcutters were trying to stand on their own resources—with
but little credit, however, as the result proved.

In the year 1485 three remarkable books were printed
at the Haarlem press, all of them illustrated with new series
of cuts. The first of these was the Historie van Jason, the
second the Historie van Troyen. The latter bears the date
5 May, 1485, but that of the former can only be inferred
from a comparison of the state of a cut which is found in
both books, but evidently less worn in the Jason than in
the History of Troy. The stories in both cases are founded
upon the classic myth and dressed up in medizval form. The
gods and heroes are represented as knights armed with sword
and lance, who lay siege to castles or towns, lead their retainers
to battle, and break lances in the lists in quite medizval fashion.
Now and then even a cannon is found in the camp of the be-
siegers; and the same cut is used indiscriminately for the Siege
of Troy or any other of the contests of antiquity.

The first print is the same in both books, and represents
the author on bended knee presenting his work to Philip the
Good, Duke of Burgundy’. The shield suspended from a tree
bears the arms of the family Van Ruyven, a member of which,
a certain Nicolas Van Ruyven, was bailiff of Haarlem in 1471.
The same arms are found in the window of the council chamber
in one of the cuts of der Sonderen troest. 1In the background

1 Holtrop, Monuments, p. 38,
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the author is standing in meditation by the sea-shore, whilst
the hero of his book passes by in a boat. The whole is
surrounded by the border commonly used at this press,
in which tendrils are twined gracefully together, and peacocks
and other birds, monkeys, and a man with a dart, are introduced
amongst the leaves. This border afterwards passed, with the rest
of Bellaert’s materials, into the possession of Gerard Leeu, and
from him three of the pieces went to Eckert van Homberch.
These he used at Delft, and afterwards at Antwerp in several of
his editions. ,

The body of the cuts in the History of Jason are a set
of half-folios, clearly made to illustrate the book in which they
first appear. They represent the birth of the ‘noble and valiant
knight,” and his contests with various other knights and giants.
He goes off with Queen Mirro, fights King Diomedes, and meets
Peleus as the oracle foretold. The other events, in their modern
dress, follow in due order: the past history of Colchis is told,
and then Jason’s adventures there. The story of his marriage
with Medea, and his desertion of her afterwards, brings the book
to an end. Three editions were published in which the cuts
make their appearance. Of these Bellaert printed one—the
Dutch version—and Leeu the others—one the original French
text and the other Caxton’s English version. The same blocks
were constantly used in other books. They are found so late
as the year 1531, amongst the materials of W. Vorsterman at
Antwerp.

In the Vergaderinge der historien van Troyen the history of
the town is traced according to the old tales from the very
beginning. The first book contains the story of the “knight”
Hercules, with the account of his ancestors as far back as
Saturn, as well as that of the taking of Troy by an army led
by him. The second book describes his Labours and other
adventures down to his death. The third book only is de-
voted to the Trojan war, and is illustrated by representations
of battles, the Death of Achilles, and the Wooden Horse.
The whole is much more a history of Hercules than of Troy.
The cuts are of the same form and style as those in the

Jason.
5—2
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The last book printed by Bellaert in this year, 1485, was
Bartholomzus de Glanvilla’s Boeck van den proprieteyten der
dinghen. It is of the nature of an encyclopedia and describes
the creation of the world and of living things, both animal
and vegetable. The chapters, eleven in number, are illus-
trated by very remarkable folio cuts, which, so far as I know,
are never found again. The first represents God Almighty
seated on his throne, crowned, and holding sceptre and orb.
Around him are rays of glory, which stand out brightly in
comparison with the black background behind. The figure of
the Most High is dignified and calm; the position and feel-
ing of the whole represents perfect quietness, and yet con-
veys a sense of majesty and power. The execution is poor
in detail, and the lines are wanting in firmness and definite
purpose. The idea of relieving the rays and rings of light
against a black background is bolder than usual, and pro-
duces a good effect, throwing up the centre and giving it
a brilliancy that would hardly be expected from such rude
workmanship.

The second cut is also a striking one. It represents the
Fall of Angels—the subject treated in the folio cut at the
beginning of der Sonderen troest. The Most High is seated
on a throne in heaven; on each side is an angel floating
with outstretched wings and skirts blowing in the wind. This
group is surrounded by a glory of rays and rings. Four de-
mons are seen below—one falling headlong through the air,
two prostrate on the earth, and the fourth disappearing into the
sea. Traces of the traditions of the school of Roger van der
Weyden are evident here, especially in the angels about the
throne. Their robes are lifted and doubled by the breeze into
the multitudinous folds we so often notice in that master’s pic-
tures. The design of these figures is graceful, the main out-
lines of their draperies are excellently harmonized with a
view to general effect; on the other hand, in execution they
give evidence of a hesitating hand, strongly contrasting with
the boldness and breadth of the design. For shading we
have groups of little uncertain dots, or dashes of varying
length laid at uncertain angles; yet the general result is good,
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and argues a designer of more than ordinary power. Can he
have been a different man from the woodcutter ?

Of the remaining cuts it is not possible to speak in detail.
None of them are so good as the preceding two, though all are
tolerably designed and not inharmoniously executed. The sixth,
which represents the occupations characteristic of the twelve
months, each in a little circle to itself, is perhaps the nicest. The
old man with his boots off warming his feet before the fire, in
February, and the seed-sowing in October, are both charming
little prints. In many cases extensive landscapes are introduced,
in which some attempt to render nature is traceable—an at-
tempt to represent what was to be studied by wandering in the
fields instead of stuffing in the workshop. It is noticeable that
in most cases the point of sight is high, as though the spec-
tator were standing on the top of a tower. This characteristic,
indeed, is common to almost all elementary schools of land-
scape drawing, whether Asiatic or European; the old “willow
pattern” of the plates may be mentioned as an example. It
was, at all events, usual at this period with all woodcutters; nor
with them only, but with painters also, for it enabled them to
introduce a larger area of background as a field for minor
incidents. Many of the details give evidence of careful study
from nature. Thus, in the last cut a lion and an elephant form
a striking contrast to each other; for the designer has clearly
enough seen an elephant in his day, and has drawn him from
the life; not only so, but he is proud of his performance, and
puts him conspicuously in the front. But a lion he has never
seen, has not the least idea what a real lion is like, so he
places him away in the background, and draws him con-
ventionally enough — fighting with the unicorn.

Owing to the goodness of the designs, or rather to their
good feeling, and to the fact that the woodcutter, though not a
strong artist, was not a boldly vulgar one, like the Delft cutter
to whom we shall presently come, the general effect of this
series is pleasing, though the details are not worthy of high
praise. There are many littlenesses, but few bold false strokes;
there are many points omitted which might with advan-
tage have been introduced, but few arc introduced which
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the woodcutter ought to have known should be differently
treated.

We have seen that in the first book printed by Bellaert
Leeu’s quarto cuts were employed as illustrations. These,
however, were returned to Gouda, for the whole set ap-
‘pear in Leeu’s Devote Ghetiden, of about 1484. So, for the
Epistles and Gospels of April 1486, Bellaert required a new
set of blocks, if he did not already possess a series from
which he could select suitable subjects. We find, accord-
ingly, a number of quartos, apparently new, and by the hand
-of a Haarlem artist, appearing in this book. That they are
mnot all that Bellaert possessed of this form we know, because
most of them, in eompany with a considerable number more
by the same hand, appear in Peter van Os Ludolphus of
1499, where they take the places which, in the edition of 1495,
had been occupied by some of Leeu’s series of sixty-eight
quartos. Putting together the cuts which we find in these
two books, we discover that there existed at least forty-nine
quarto blocks, being subjects from the Life and Passion
of Christ. These, so far as they go, are the same as those
in Leeu’s series, so that it is not at all impossible that there
may have been still a certain number more which would
render the two sets quite similar. This, however, is a suppo-
sition. It must be noted that the Haarlem quartos cannot be
called copies of Leeu’s except in a general sense. They are of
the same type, but, as I believe, copied from a different set of
copper-plate engravings,—such, for example, as the second long
series preserved in the British Museum, to which they bear a
striking resemblance.

In style they are the worst cuts which have come from this
workshop. They present every indication of hasty manu-
facture. The lines are sketchy and vague, every effort having
been made to produce them with as great speed and as
little work as possible. Hair is rendered with a few hurried
strokes, drapery is carelessly drawn with saw-edged lines.
There is no counterbalancing grace in the design to carry off
this weakness in the outlines. The figures are scattercéd about
without any attempt at connccted grouping. Descending to



Sgecr. 11.] 7HE HAARLEM WOODCUTTER., 71

details, the management of the small white spaces is as crude
and thoughtless as that of the long lines. The faces are devoid
of expression, or else they are frightful with absurd grimace.
The figures are misproportioned, being either long and slim or
short and stumpy ; the perspective is faulty, and the landscapes
unnatural, Comparing the Baptism of Christ here with the
same subject in the corner of the folio cut at the beginning of
der Sonderen troest the falling off is at once evident. It seems
not impossible that we may have in these new blocks the work
of some less practised apprentice of the man who made the
other sets.

The 24th July 1486 was the date of publication of the next
book known to have been printed by Beliaert—the Doctrinael
des Tyts. Like most of its predecessors, it is illustrated by a
series of new and noticeable cuts. They were certainly inade to
illustrate the most remarkable points of this allegory, written
by Pierre Michault. We never find them again in any fif-
teenth-century book, but they formed part of the materials
used by Peter John Tyebaut at Amsterdam in the next century.
The substance of the book is as follows :—The author, wandering
in a forest, comes upon a valley; as he makes his way along it
he meets a young and beautiful lady, and enters into conversa-
tion with her. She tells him that her name is Virtue, and
offers to conduct him to see the underground school in which
the men of his day are educated. He willingly consents, and
they very soon find themselves in a spacious hall, at one end
of which a woman named Falsehood is seated in a Professor’s
chair lecturing to a class of students. She is the head of the
school, and presides over all the other Professors. Virtue con-
ducts the author to the lectures of Arrogance, Lust, Detraction,
Scandal, Vanity, Ambition, Rapine, Corruption, Flattery and
Mockery. All these take place in the same hall, Falsehood
sitting in the background in her elevated seat, and the lecturer
standing, sitting, or swaggering about, according as the text
describes him, and wearing a hat or not as the case may be.
The listeners sit on benches in a row on each side; Virtue and
the author generally appear in the background. After they
have heard a, specimen of all that the Professors have to say at
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this school, Virtue leads her companion through the forest, along
a track overgrown with briars and thorns, and almost effaced by
the negligence of years, to the School of the Virtues. With
some difficulty they obtain an entrance into the building, where
they find Prudence, Temperance, Fortitude and Justice. They
have some conversation about the degeneracy of the age, and
the author is then sent home to write down what he has heard
and seen.

The execution of the cuts, which, as the list will show,
illustrate the leading points of the story, is on the whole careful.
They are, without doubt, the work of the same hand as the rest
of the Haarlem blocks. The figures are carefully drawn—more
carefully perhaps than usual, owing to the minute descriptions
to which they must correspond. As usual with this workman,
the buildings form the worst part of the design; and this is
all the more noticeable here because there is some attempt
made to give the School of the Vices an imposing ap-
pearance. It is built in the form of a nave flanked by aisles,
which are divided from it by a row of lofty pillars. The roof
of the central division is high and round, seemingly made of
wood, supported on strong girders. :

In the two forest cuts the trees present considerable variety
and appearance of life, and the plants are more or less closely
studied from nature —the bramble, at any rate, being con-
spicuous with its thorns. In the last cut we have a represen-
tation of the School of the Virtues (doechden scole), where the
four Cardinal Virtues are seated under canopies in a round
vaulted hall, the roof of which is sustained on a central pillar.
Fortitude is known by her pillar, Temperance pours out water,
Prudence has a book, Justice holds a sword and scales. The
author and his guide enter at a door in front., Outside
the door are the weeds that have grown on the disused path,
and the serpent and frog, whose home is in the rank and
bitter grass. The building itself is ruinous and the walls
cracked.

This is not the earliest printed edition of the work, Colard
Mansion having published the original French text in folio,
without cuts, about the ycar 1479. It was written, however,
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some time before that date, and seems to have been dedicated
in 1466 to Philip the Good, Duke of Burgundy.

The last book printed at the Haarlem press bears date
August 20th 1486. It is entitled the Boeck van den pelghe-
rijm, and is a Dutch prose translation of the poem by Guil-
laume de Deguileville called Pélerinage de Uhomme, durant
quest en vie, ou le Pélerinage de la vie humaine'. The history
and origin of the French poem, and the various translations or
abridgements of it which were made from time to time, are of
course beyond the pale of our present purpose®. The story
relates how the Pilgrim, seeing in a mirror the Celestial City,
turns his back on the City of Destruction. He starts on his
pilgrimage under the guidance of a woman called Gracie gods.
The various incidents which befall him on his journey form the
subjects of the wood-cuts. The blocks we know to have been
used twice—once in the folio volume with which we are imme-
diately concerned, and again in a quarto edition of the same
book printed at Delft by Eckert van Homberch, in 1498. A
glance at a copy of the Delft edition suffices to show that the
blocks were intended for a quarto page. With the excep-
tion of the quarto cut on the title-page they are all the half-
quarto size—that, namely, of a small quarto divided in half
horizontally. To adapt these to the width of the folio page,
two side-pieces were made. Each represents a man lying on
a bank asleep, and the cut placed by its side is the vision
he is supposed to have seen.

The work is much less careful than that of most of
the series which have gone before. Indeed, this set must be
grouped with the quartos as probably made by a pupil. In
addition, they look somewhat old and worn, as though (which

1 J. C. Brunet, Manuel du Libraire, 5th edition: Paris, 1860—1865, 6 vols.
8vo, vol. ii., col. 1823.

2 The reader may consult the following :—

“The ancient poem of Guillaume de Guileville entitled le Pélerinage de
UHomme compared with the Pilgrim’s Progress of John Bunyan, edited from
notes collected by the late Mr Nathaniel Hill, London, 1858, 4to.” It contains
reproductions of three of the Haarlem cuts.

The Pilgrimage of the Lyf of the Manhode, from the French of Guillaume
de Deguileville: Roxburgh Club; London, 1869, 4to.
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is not at all impossible) they had already been used in an earlier
cdition. A good deal of character is manifested in several of
the figures—as, for example, in the Pilgrim, where he stands
hampered by his armour, the two women baking cakes, or the
porter who comes angrily to the gate. The woodcutting is
gencrally rude and wanting in finish, The faces are roughly
indicated with a few expressionless lines, the hair is coarse and
heavily laid in lines without grace. In the draperies a free
use is made of thick shade lines, few outlines are employed, and
they are made to go as far as possible, the attempt having
been to avoid all details except such as were indispensable, and
to produce those with a minimum of trouble.

Seer. 12. The same Workman, or his School, at Antwerp
(1486—1495).

After the publication of this book we hear nothing more
about Bellaert or his press. Some of his materials—two or
three cuts and his one fount of type—came into the possession
of Janszoen, who used them at Leyden in December 1494,
and January 1495. The remainder seems to have gone to
swell the stock of Gerard Leeu, at Antwerp, and it is not
impossible that Janszoen may have purchased the fount of type
and the cuts which he used after the death of Leeu at the sale
of that printer’s stock. Not only did the blocks of many of the
above-described books go to Antwerp, but the artist who made
them seems to have gone there too, and settled down as one of
Leeu’s workmen. We know that this printer employed one
man, and possibly more than one, as founder of types; and it is
not at all unlikely that he would retain for the work of his press
one or more woodcutters. On the look-out for a good workman,
he immediately engaged the Haarlem artist as soon as his
occupation at Haarlem came to an end. Whether this was
really the case, or whether the woodcutter employed by Lecu
was a pupil of Bellaert’s workman, it may not be casy to scttle.
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The Histoire du Chevalier Paris et de la belle Vienne, which
Leeu printed on the 15th May 1487, contains a series of cuts by
the same hand as those already met with in Bellaert’s Ifistoree
van Jason and the Historie van Troyen. 1 am much inclined,
however, to think that further investigation will prove that
an earlier edition of this book for which these cuts were made
came from the Haarlem press about the year 1485, The close
connexion which exists between these cuts and those in the
romance of Jason is especially noticeable in the case of that
representing the jousts at Vienne. The knights who are in the
act of riding against each other are copied closely from the same
original as those in a similar subject depicted in the Jason
series; the only difference between the two blocks is in the
figures and buildings in the background. Placing these cuts
side by side, the identity of the workmanship admits of no
doubt.

The subjects represented are the main incidents in the
romance. Paris, a portionless knight, falls in love with Vienne,
the daughter of the Dauphin. In company with his friend
Edward he serenades her, and when attacked by a numerous
guard they put them to flight. Shortly afterwards jousts are
held at the town of Vienne, when Paris wins the prize, which
he receives from his mistress. After various events the hand
of Vienne is refused by her father to Paris, and the couple
accordingly elope. They are pursued and overtaken ; and Paris,
leaving Vienne in sanctuary, has to take flight. The soldiers
capture Vienne and lead her back home, where, shortly after her
arrival, she is demanded in marriage by the son of the Duke of
Burgundy. She refuses to accept him, and is put in prison
by her father. The story now follows the adventures of Paris.
He tries to drown his cares by going to the Holy Land, but
is taken prisoner by the infidels. After a certain length of time
he gains the confidence of his captors, and becomes advanced to
a high position at their court. One day he finds the Dauphin
himself among the prisoners in a gaol. They make an agree-
ment to escape together by the connivance of the gaoler. The
plot is fortunately crowned with success, and they once more
return to France. The Dauphin in his gratitude gives Vienne
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to her lover, who goes to fetch her from the prison to which
her constancy had confined her.

Many of the cuts are designed with considerable grace,
the figures are well grouped, and their attitudes and gestures
are natural and unconstrained. The heroine is often repre-
sented successfully as a maiden at once quiet and pretty,
though it must be allowed that her beauty is not always
conspicuous. For the rest, the knights, whether on foot or
horseback, are treated in exactly the same style as in the
earlier series, and, though natural when in repose, are wooden
if violent action is intended. The work as a whole attains a
fair share of success, though of a somewhat low order.

A few fragments of an edition of Reynard the Fox are
preserved in the University Library at Cambridge. The book
from which they come was clearly printed by Gerard Leeu about
the year 1486 or 1487, and was illustrated by a series of
woodcuts which link themselves in style of workmanship
to those by the woodcutter we are investigating. Portions
of three quartos alone have been preserved. The first of these
is an animated picture. In front, on the right, the interior of
a room is seen, with two people seated at a table. They are
preparing to make a meal, when Reynard comes and runs away
with the provisions. He is seen again on the left pursued by
three men. Apparently they are unable to catch him, for he
appears at a window of a room in the upper story of a house
to which he has fled for refuge, and in two other places.

The execution of all three cuts bespeaks a careful hand,
a tendency being observable to a too great minuteness of de-
tail. The figures, though on the whole well designed, are some-
what stiff and their actions rather strained. The expressions
are scarcely natural, this artist always failing when transient
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