THE STUDIO

HE WORK OF GEORGE HENRY,

RS.A.: A REVIEW AND AN
APPRECIATION. BY PERCY
BATE.

1 HERE are many painters—perhaps one may
[ say that they are in the majority—who,
lav'[[g discovered that work of a certain style
f)tdlnS a @®rea* succf=s with the public, and there-

P°ssesses a distinct commercial value, continue
OHSistently to produce that one thing, and that
O[le thing only. There is, of course, more than

cause for a painter’s production of one special
alts of picture. It may be that the artist has no
capacity for painting of another kind; the aqua-

1st often fails when he turns to oils, and the
| °rtrait painter achieves but scant success when he
aWernpts a landscape. It may be that the applause
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that has greeted a popular work condemns the
unfortunate artist to a succession of attempts, more
or less successful, to repeat his triumph. Or yet
another cause of this narrowness of achievement
may be found in the fact that a painter has hit upon
a novel convention, a personal method of treatment,
that is easy to him, and soon becomes habitual. An
artist may develop a method that suits one particu-
lar class of subject, while being quite inapplicable
to another ; or he may attain the doubtful success
of a style so individual that it absolutely hall-marks
his pictures. This latter is often a questionable
gain, for such a method is apt to degenerate from
manner into mannerism, is apt to induce a habit
of artistic indolence, preventing a painter from
advancing, while it cannot preserve him from
No one can rightly claim that the
expression in a painter’s work of his individuality,

retrogression.
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““NOON”

or of his artistic creeds or preferences, is a blemish ;
quite the reverse; but it is obvious that an artist
who continues to exhibit nothing but variations ofthe
same theme, treated in the same old way, may fairly
be criticised as limited, and may stand in danger of
being justly accused of running a picture factory,
instead of endeavouring to express himself in true
artistic fashion and to the utmost of his power.

But though the reproach that they ““keep the
stencil ” may be fairly levelled at many painters,
this cannot be said of the subject of this article.
George Henry is too sane a man and too sound an
artist to allow himself to get “ groovey” ; and when
one sees how many methods he uses, and how
varied are his inspirations, one wonders not only at
his multifarious activities, but at his success in so
many departments of the painter’s art. His work
ranges from oil paintings Solidlyand broadly treated
to suave and delicate water-colours ; portraits of
both men and women, landscapes, figure-pieces,
and paintings that are frankly decorative—all these
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have come from his easel, and, it is to be hoped,
may continue to do so. A review of his painting
will show a consistent growth ; a fearless resolve to
experiment, to rely rather on the results of his own
experience than on the dogmas of other painters :
a desire to learn from his own failures, as well as
from the successes of others; and an intention to
be the architect of his own accomplishment. At
the same time a student of his work will notice a
development, rather than a change, of ideals; a
gradual attainment of facility and mastery of
expresssion; and a constant elimination of the
extraneous, in the painter’s desire for the simplicity
and serenity that mark the greatest art.

Born in Ayrshire, Henry’s tendency from his
earliest years was towards art, and his student days
at the Glasgow School of Art were followed by a
period when it was his lot to have to do any work
that demanded a deft hand and a modicum of
artistic skill. The exact and laborious drawing of
wood-blocks for the engravers (work that, to use
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1l exPr=ssive phrase of the painter’s, “ tore the eyes
°f him ”), alternated with the production of
Posters and the designing of domestic Stained-
Aass. r[lle sense Of tjle value Of pattern, the
tin ofcolour used in masses, and the beauty of
IMplicity of treatment taught by this ’prentice
Or > have never left him, but have rather grown
lger with every phase of his development,
that Influence that he felt in these early days was
a of French art, in its sane but unconventional
ses. This influence, of course, reached him at
'oaondhand, from painters who had been abroad ;
ut it was confirmed by his first visit to Paris, a
wisit which (though ostensibly not that of a student,
of a tourist) resulted in the crystallisation of
ones that had been, until then, more or less
I°osely held.

etore alluding to the most potent influence

1,’/E MIRROR”

BY GEORGE HENRY, R.S.A.

that has affected Henry’s art, that of Japan, a few
early pictures that call for at least a passing
notice must be spoken of. Early in his career he
turned his attention to decorative work, and exe-
cuted some panels in that style; an attempt re-
peated with much success when he was one of four
Glasgow painters commissioned to decorate the
walls of the Banqueting-room in the City Cham-
bers. In the easel pictures of his youthful days
he was always striving to use full, solid colour, even
going the length of omitting all admixture of white
in his pigments, and by this employment of deep
and sumptuous colour he endeavoured to render,
at once by symbol and by interpretation, the pro-
found richness of nature and her abounding
fecundity. A Galloway Landscape, a very remark-
able work in which he certainly achieved much
that he wished for, is to a certain extent the
culmination of this

deavour.

This

scape was a new note in

landscape art,

highly appreciated by the

discerning; and having

accomplished so much,

Henry devoted himself

to an attempt to render

en-
Galloway Land-

and was

nature in another fashion,
as seen in Noon and
The Hedge Cutter. In
these, by means of strong
contrasts, he sought, as
so many painters have
sought in different ways,
to render direct sunlight.
He employed dark, purply
shadows in the
ground, to accentuate the

fore-

value of the clear yellow
sunlight that flooded the
rest of the picture; and
while he sought to give
truth to the landscape, he
was not unmindful (he is
too keen an observer for

that) of the claims and

artistic value of rustic
character. It was in Kirk
Cudbrightshire, which is

the scene of the Galloway
Landscape, and a favourite
painting ground, that
Henry and Hornel first met;
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and the two, finding they had much in sympathy,
painted a Coupleofpictures together, The Druids and
The Star in the East. But even before both were
completed, the artists were going different ways,
were developing on diverse lines, and so the
artistic partnership was short-lived. =~ The large
canvas—it is some six feet square—called The
Druids, is a curiously interesting.

It was in 1893 that Henry stayed in Japan, a
stay that was to have momentous results on his
art both as a decorator and a portrait painter. He
found himself a visitor to a highly cultured race;
a race of artists who had evolved in their isola-
tion an art alien from, but as
that of the West. He was quick to observe the
Japanese sense of colour; he saw that their finest
things were almost monochromes,

complete as,

subtly and
infinitely varied schemes of tertiaries and sub-
lertiaries, with notes of pure colour used as

sparingly and as effectively as jewels. And this

PORTRAIT OF PROFESSOR A. BRADLEY

BY GEORGE HENRY, R.S.A.

artistic convention—the result ot centuries of
elimination of the vulgar and the meretricious—
appealed at once to Henry as delightful, beautiful,
and true.  There is no doubt that the use of pure
colour, thus sparsely employed amid a delicate
environment, results in an effect of preciousness ;
and, carrying this idea a step farther, Henry
applied it to portraiture. What should be the
most precious thing in a portrait? Undoubtedly
the face of the sitter. There the interest of the
picture is focussed, there the artist has most to
express, there he succeeds or he fails ; and no dis-
traction of extraneous details, or emphasis of
colour elsewhere on the canvas, should be per-
mitted to interfere with the aspect of beauty or of
character in the countenance depicted. Henry
does not for a moment claim to have been the first
to feel this. Whistler, Rembrandt, and Velasquez,
to name no others, have worked along similar lines,
treating the face as the jewel of the composition,

the rest being but set-
ting ; but it was the art of
Japan that helped him

to observe the analogy, to
formulate the idea, and to
put it into practice.

But before passing to
Henry’s portraits, allusion
must be made to one of
the most interesting and
most characteristic phases
of his
exemplified in such pic-
tures as Goldfish. These
canvases are frankly and
beautifully decorative; they
in which the
artist seeks to express the
sentiment of his subject,

art, which is

are works

not by inventing a story
but by the
arrangement of colour and

to depict,

line; they are pictures
which exist simply as lovely
For a short time
the art of Rossetti appealed

to George Henry, at any

things.

rate so far as his richness
of colour and power of
sumptuously decorative
treatment are concerned.
But this was
by what he
Japan ;

modified
learnt in
and while in the
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lier of these works something of the poet-

is" T - may |'e traced, in the later ones it
a enry, and Henry alone, that we see, both in
n our and in sentiment. Take, for instance, the
yacinth blue of such a picture as Springtime, or

the c*r*sant"emum gaid °f Harmony. In these

of " hoft m m3 m'nc all-satisfying beauty

tre infinitely varied tints and tones of a single
Jidér ” an”' 11l truth, as fresh, as clear, as simple,
the aS 'larmort’'ous as the hues of any flower are
.6 subtleties of colour that characterise such a
reture as Symphony. Far from being a mono-
~rerne 1t is a splendid exercise in golden reds and
rowns, and in such work as this Henry has
own that he is in truth a master of colour, of
uStained harmonies, that flow and ripple in a
ones of variations of one basic note, just as

n erly and as suavely as the cadences of a

SRTRAIT OF ALICE ARTHUR

BY GEORGE HENRY, R.S.A.

violin rise and fall, grow and blossom, under the
touch of a master.

Turning now to the latest and most matured
manifestations of Henry’s art, we come to his
portraits. Allusion has already been made to his
feeling that in portraiture, as in much other art,
simplicity is one of the most desirable of qualities,
and that the face of the sitter is the obvious key-
note of the picture, with which nothing should be
allowed to interfere. In addition to this, he has
felt that there is no reason that a portrait should
not be a piece of decoration, while preserving to
the full the character of the subject, insisting on
the essential humanity of the sitter, and retaining
the aspect of modernity that rightly belongs to a
work of to-day. The portraits painted by the early
Flemings are perfect decorative achievements ; but
to paint like Van Eyck would be to falsify one’s

work, and to produce a result lacking
the real spirit of the age, a characteristic
that should of right be present. But
there are other ways in which a por-
trait may be decoratively treated, and
these Henry has sought to employ,
believing that to a beholder the sense
of the decorative element in a picture
is as essential a part of its appeal and
its charm as is style to the reader
of a piece of accomplished prose.

All these qualities, combined with
an unusual grasp of character,
evident in Henry’s portraits of men j
and

are

such canvases as the Anthony
Brogan, Esq. (a delightful rendering of a
Sympatheticsitter), George Burrell, Esq.,
Dr. Livingstone, and JL. G. Stevens, Esq.,
are full of fine work, soundly painted
and simply treated. should
also be made in this connection to the
great success Henry has achieved in his
rendering of the sensitive face of Pro-
fessor A. C. Bradley (Professor of Poetry
at Oxford), to the recently completed
and highly successful presentment of
Lord]justice Ridley, and to the portraits
of J. W. Barclay, Esq., Lord Justice
Darling and R. L. Anderson, Esq.
Although the reproductions speak for

Allusion

themselves as far as charm of com-
position and realisation of character are
concerned, neither tone nor colour can,
of course, be adequately conveyed in
black-and-white.

Fewer portraits ofladies have fallen to
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Henry’s lot to execute, but in these, too, he
evinces his artistry. He feels that his younger
sitters of the fair sex, lacking the sterner character-
istics of the man, call for less severe treatment,
and he introduces, therefore, more richness and
a greater delicacy into the pictures he paints
Highly typical of this side of his art
is a lovely presentment of Mrs. W. J. Dudgeon—
a charming sitter whose beauty evidently inspired
the painter to put forth his powers to the full.
His portraits of children—those delicious achieve-
ments—must also be considered
have any idea of the extent of Henry’s artistic
accomplishment. For though Henry can, and
does, paint a man’s portrait that is full of character,
or a sumptuous study of woman’s [loveliness, the
present writer, for one, cannot help feeling that
portraits of children that he is
at his very best. All great artists have painted
children with love, with insight, and with delight;

of them.

if one is to

it is in his

and Henry’s power in
this direction is one
more evidence of his
artistic kinship with the
greatest painters of all
time.

His children’s portraits
show’ how accomplished

he is. How admirably
has the painter caught
the sparkling, roguish

glance of Muriel Cle-

land, her bonny smile,
her rebellious curls’
She stands poised on

dainty feet, clad all in

rich red; dress, stockings,

shoes, a mass of colour
daringly used, skilfully
broken, and beautifully
relieved by the white

sunbonnet and its strings.
One can call to mind in
the whole range of recent
art few more admirable
portraits of children than
this

of a

excellent realisation
happy and vi-
vacious girl. Another
admirably seen and beau-
tifully painted child’s
portrait is that of Carola
Baird, a little
sparkling, may be

10

Helena

less ““THE HEDGE CUTTER

than the first named, but displaying perhaps even
more insight into (and sympathy with) the wonder-
ing outlook on the world of a wee
four As a piece of colour it is a
contrast to the Muriel Cleland, being an exercise
in blue instead of an arrangement in red;
a piece of painting it is just as deft, just as
accomplished ; while the simplicity of the whole
work accentuates insensibily the impression of
childish beauty and naiveté that is conveyed to the
spectator by the wondering eyes, the quaintly
clasped hands, and the unstudied pose of the little
sitter. George Henry is indeed gifted in possessing

lassie of
summers.

as

so unusual a power of perpetuating on canvas the
grace, the charm, and the tenderness of childhood.
Fle obviously has both an innate sympathy with
children and a true artistic delight in their beauty :
and one cannot help seeing that in these portraits,
unhampered by any possible uncongeniality in his
sitter, he “lets himself go,” producing results that

BY GEORGE HENRY, R.S.A.
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are as perfect realisations
.° chiMhood as they are
eautiful works of art.
t ajiusion has been made
© the Japanese subijects,
e delineation of which
ords Henry a relaxation
rcjut  the strain of his
t or work, 1t Is curious to
note how the influence of
riental

art en different
Western
temperaments
results quite
The result of
he visit of Henry and
Hornel to  Japan was
j confirm and strengthen
the |ateF in  the use
0 a full palette of vivid
A°l°urs, used as a mosaic,

Produces
diverse.

to superimpose on

e Scottish painter quite
e Japanese outlook—
e conception of a picture
as a work on one plane,
Perspective and atmo-

sPiere being relegated to

e position of non-existent
Pictorial qualities. = With
enry, as has been said,
t - result has been quite

'fferent. He found him-

self j sympathy with all
thu delicacy of Japanese

art ;
! charm of

an  the
e seen in the best of its
Paintings; all the delight-

i use of pattern, all the
" °[]derful
niotive ; and these elements

simplicity  of

ecarne permanent constituents of his own art.
vt he never ceased to look upon life with the
eyes of the Occidental; and when he paints Western
subjects he renders them (so far as their main
characteristics any other

are concerned) as

jUropean painter might do who was similarly
eQuipped. So, when Japanese subjects are the
Uiotives of his drawings, he shows us Japan as he
Untself saw it, not as the native artist Convention-
alises it. To him it is a land where the people are
QUaintly graceful, where they go clad in all the

ravery Of sweet and delicately tinted fabrics,
"here the culture of centuries has resulted in an

““THE SAMISEN PLAYER”

BY GEORGE HENRY, R.S.A.

artificial and symbolic ceremonial that pervades the
whole of life, and where refinement is the keynote
of the highest form of existence. This was Japan
when Henry was there—how long this will be
Japan, who can say? At any rate,
Player, The Mousme, The
Japanese Baby, Afternoon

other water-colours that their in-
their sober charm, and their delicate
execution, to Japan, are true records of a life
that is passing; it may chance that in
years to come they will have, in addition
to their high artistic and aesthetie merits, the

Il

The Sanusen

Salutation, The
Tea, and all the
fine owe
spiration,

and



The I[Tork of George Henry, R.S.A.

added value of being accurate memorials of a
vanished phase of human existence.

All painters who are not manufacturers have
ideals that move them, that form the mainspring
of their art, and that exist as a stimulus to further
accomplishment. Some of Henry’s artistic beliefs
have been specifically touched on ; others may be
inferred from incidental phrases in this essay. But
it may be well to repeat that the first quality he
The
highest Greek art was as simple and as sane as
Rembrandt was sane, so was
Velasquez, so was Vandyke; and Henry does not
profess great sympathy with those manifestations
of artistic activity that result in productions that
are bizarre or grotesque.

strives to achieve and maintain is sanity.

one may wish.

So far as brushwork is
concerned, he believes in directness and simplicity.
“ No faking ” may be said to be one of his mottoes.
Spontaneity is to him one of the great things to
endeavour to secure ; and while he does not himself
attempt that slickness and sloppiness of handling
that is just now fashionable, his technique is free
and vigorous—altogether assured and masterly.
The direct and accomplished work of Raeburn
seems to him as fine, as complete, and as satisfy-
ing as portrait-painting can be, and, if he consciously
follows any painter of bygone days, Raeburn is
his leader.

Another point to be noted in his work is the
value he attaches to outline. He fails to see why
this should be one of the essential features of
sculpture, and be ignored in the sister art; and with
this use of severe outline he combines at times
great skill in the employment of large masses of
colour. Good tone is to be found through all his
work ; one never sees a picture by Henry (whether
its colour scheme is entirely quiet, or whether it is
relieved by jewel-like touches of colour) that is out
of tone. Flat spaces, clearly defined, are also
features of his portraiture; and he favours simple,
empty, atmospheric backgrounds — frankly and
skilfully making a picture of the sitter, without the
help (or the hindrance) of accessories of any kind.
The slight relief afforded by a well-designed and
faintly indicated inscription identifying the sitter is
ample in Henry’s hands to avoid any suggestion of
vacuity or monotony in the background of a
portrait, and such backgrounds are a welcome relief
to the studio properties or the conventional furniture
that are so widely employed for this purpose.

Just at present portraiture looms large in the sum
of Henry’s work, and this phase of his power has
perhaps been rather too slightly treated in this
essay. But in the case of a painter of such varied
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capacity, and in an article which is intended to
show in brief not only the culmination, but the
growth of his art, it seemed advisable to allot less
space to the consideration of his portraits than
their intrinsic power and merit deserve. It is
somewhat to be regretted, after all, that the
demands of clients compel a painter to devote
himself to portraiture, and to sacrifice on the altar
of his sitters’ vanity the natural desire for some
other form of artistic and personal expression.
Portraiture may be the highest form of art, and a
painter may rejoice in the display of the many
qualities that go to make up that magnificent
achievement, a fine portrait; but it can scarcely be
a good thing for the painter to repress too much
his inclination to work along other lines. It is for
this reason, and because a little excursion into
other fields—a little mental relaxation and manual
variety—are likely to increase his powers as a
portrait painter, that one expresses the hope that
(along with his portraits) Henry may continue to
paint his gracious, tender, and decorative har-
monies, and that he may find time to realise now
some of the dreams of his earlier days. He is at
present painting portraits of very high quality, and
he enjoys the full exercise of this side of his artistic
capacity; but one does not therefore forget that
there were pictures that he conceived and attempted
in byegone years that he was not able to bring to
completion. in his career he dreamed
enthusiastic dreams of pictures that he could not
then compass ; pictures that he was not at that time
capable of putting on canvas, however keenly he felt
them, however clearly he saw them. Now, in the
zenith of his powers, he could carry these romantic
conceptions to completion, could satisfy himself
and delight his admirers, and one looks to him
some day to do so.

Earlier

Landscapes of sumptuous
beauty, of jewel-like radiance ; imaginative subjects
of deep import and sombre power—the memory of
these dreams of the past still remains with the
artist. May he find time and strength to realise
them for our gratification and enjoyment !

PERCY BATE

IN continuance of the Exhibition of Fine Art
Engraving, held in the Victoria and Albert Museum,
South Kensington, during the summer of 1903, it is
proposed by the Board of Education in co-operation
with the Council of the Society of Arts, to hold, in the
course of the present year, an exhibition of engravings
produced by mechanical means, such as photogravure
and other processes, including printing in colours.
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CHICAGO
PAINTER:
THE WORK
OF ALBERT

t FLEURY.

MAUDE 1 G
OLIVER.

IT is with unusual pride
igat Chicago alludes to
Imrresident French artist,
Mr. Albert Fleury, who
finds his inspiration in
the city’s apparent ugli-
ness,andwho, through the

medium of an exception-
ally sensitive touch, has

““MASONIC TEMPLE, CHICAGO”

BY

Albert F. Fleury

BY A. F. FLEURY

€“STATE STREET, CHICAGO:
EVENING” BY A. F. FLEURY

happilyrecorded beauties
and even poetry itself,
which native artists have
failed to discover. Mr.
Fleury is preeminently
the painter of Chicago ;
butitis Chicago idealised
which animates his brush.
He knows just how to
appropriate a telling com-
position from amongst
some bits of smoke-
begrimed architecture or
mud-besmeared streets,
to select an effective
arrangement of an im-
posing - looking  ware-
house, held as a firm,
skilful note in juxta-
position with the pro-
verbially “ dirty Chicago
River.” The commercial
life of the river, showing
its airy drawbridges, its
solid embankments, its
busy little tugboats, to-
gether with its groups of
sailing craft, enhanced, as
they are, by the com-
manding dignity of their
fine old masts, is a
21



Albert F. Fleury

favourite theme for this
appreciative artist. He
loves also to employ the
material of a crowded
thoroughfare, depicting
its  surging, teeming,
metropolitan  spirit by
well - considered masses
of restless humanity,
cleverly balanced by
the unique feature of
the notorious Chicago
“skyscraper.”

Mr. Fleury’s introduc-
tion to the city of his
adoption was in 1888,
when he was commis;

““RIVER NEAR STATE STREET BRIDGE, CHICAGO” BY ALBERT F. FLEURY

out the country perhaps
determined liispermanent
residence in America.
At any rate his unques-
tioned ability became
recognised at the Art
Institute, where he was
soon enrolled on the
list of instructors.

Mr. Fleury’s earlytrain-
ing at Paris was in archi-
tecture, which probably
accounts for his aptitude

““RIVER SCENE NEAR RUSH STREET BRIDGE, CHICAGO BY ALBERT F. FLEURY

sioned to cover the two
lunettes disposed in the
centres of the side walls
of the Auditorium hall.
Landscapes of deep
poetical feeling, strong in
conception, rich, har-
monious, and sym-
pathetic in colour, re-
presenting the seasons of
spring and autumn, were
the result. The success
of this initial undertaking
assured him first rank
among decorative
painters, and the reputa-
tion it secured through- ““ART INSTITUTE, CHICAGO” by ALBERT F. FLEURY
22
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O] mural decoration. His appointment as designer

the Mines and Metallurgy building at the
OUisiana Exposition attests to his ability in
ec nical work. While still in France, he aban-
oned mechanical art for the study of easel paint-
i?f and "Or seven years he exhibited at the

aOn> principally confining his
manne and sea-faring folk.

subjects to
In this connection,
necessary practice of open-air work laid the
naation of his wonderful atmospheric effects,
Ich he invariably obtains successfully, whether in
ack-and-white or in colour treatment. Taste in
conception, directness of purpose, subtlety and
grace of rendering combined with expert draughts-
manship, are notable characteristics of Mr. Fleury’s
werk, and his future career will be watched with
Hmerest by everyone interested in the development
Of art in the New World. M. I. G. O.

AUCITORIUM, CHICAGO, FROM WABASH AVENUE”

BY ALBERT F. FLEURY

FrROM our Canadian correspondent we have
received the following :—

The gathering of the Royal Canadian Academy
last year at Ottawa was an important one, in that it
received fresh impetus from the promise of Govern-
mental support—Ilapsed for the past few years—and
recognition, and the possible remedying of what
are felt to be grievances. Out of the 30,000,000
dois, surplus of the Dominion Government, 10,000
dois, will in all probability be given annually to
the Academy for the furtherance of art in Canada.
The days of the beginnings of art in Canada have
been long and arduous; but it does not require
much inspiration to predict a greater impetus, a
larger reward in the near future, not only on
account of expected Governmental
and

assistance
co-operation, but also by reason of the
unusually rapid increase of population, the vigorous

and well - nigh

exploitation of vast com-
the
steady development of a

universal
mercial resources,

national spirit—more mani-
fest possibly, as yet, in
other fields than that of
art, but sure to affect that
also—which will appreciate
and picture the genius of
life and
spirit, and the wonderful
abundance of its art
material.

the nation, its

The recommen-
dations of the Academy
last year to the Government
were a reduction of the
duty on artists’ materials ;
placing duty on foreign
works of art imported for
sale; greater financial aid
to schools of art; that the
President of the Academy
be appointed Art Commis-
sioner for Canada, to be
consulted in an advisory
capacity on all matters per-
taining to art; and that
a new National Gallery be
built at Ottawa to replace
the present one. It was
also urged that the Govern-
ment should purchase regu-
larly from works of the
Academy to equip the
National Gallery.

23



Charles Milcendeau's Pastels

HE MODERN FRENCH PASTEL-
LISTS : CHARLES MILCEN-
DEAU. BY GUSTAVE GEFFROY.

since Charles Milcen-
deau displayed in a private exhibition some fifty
of La Vendee and Brittany. The
impression they produced was singular and pro-
found, and it has not been lessened so far as those

IT is now five years

drawings

are concerned who at once appreciated this precise
and delicate art, which charmed likewise by its
dreaminess and, so to speak, its want of finish.
The fact is that Milcendeau, skilful draughtsman
as he is, will not make models for his drawings.
He essays to fix the life around him ; and that life
ever presents itself to him with a movement, a
respiration, which he strives to make visible. This
he often expresses with rare felicity. To see his
figures one would think

they had suddenly moved;

that their hands had

shifted from their place;

that the expression of
their had just
changed; that they had
started walking, or had all
of a sudden taken an atti-

features

tude of repose. Milcen-
deau does not always
obtain this result by the

simple play of light and

shade which lends itself
to all phantasmagoric
effects. Very often he

presents his crefgt'&gnanip
full light, and
by means of g ﬁe{{é’ﬂ{g

manner of his

and out-

their features

lines, in sketching their
attitudes, andthje]?r h%ilrﬁi
ting over
that he

producing

succeeds in

the illusion
as of life caught by
surprise, and transfer-
red right away on to a
sheet of paper.

One can at once under-
stand the charm of works
conceived in this fashion,
yet, none the less, solid,
massive, and strong. In

7 ““ VIEILLARD”
these visions of folk such

as we meet in the streets, or see on their doorsteps
or inside their houses, there is an ingenuous know-
ledge which becomes even more marked in contact
with reality. Milcendeau tells us what he knows ;
and well he knows it, and well he tells it. I admire
this young man—a pupil of Gustave Moreau, who
gave him the familiar Italian and academic training
—for having had the sturdy inspiration to return to
Nature. Gustave Moreau was a man of intelli-
gence, and did his best to respect the liberty of his
pupils. But in this he did not succeed so well as
has been thought. The conversations I have had,
not only with Milcendeau, but also with Bussy and
Martel, have left me no room for doubt in this
respect. Gustave Moreau could not hide his ill-
humour — his anger, indeed—when he observed
these young men desirous of painting peasants
and peasant-women—mere clowns and wenches,
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He did not understand
it, and he never understood.

Happily, Milcendeau stood firm. We should
have made a lot of progress if he, like so many
others, had exhibited his Jasons and Helens and
Ulysses according to the master’s formula! What
is past is past, and it is useless indeed to continue
it and repeat it. Milcendeau has regained the
open, has gone back home to his cottages, his
cabarets, his meadows and his streams, and there
he has found the elements of his own work ; which
is infinitely better than to have gathered up the
At the same
time, he owes something, of course, to Moreau :
the discipline and the honesty of work, the spirit to
do, the courage to struggle hard.
was of high moral worth, and one may hope that in

unworthy of le grand art.

crumbs from the work of another.

Gustave Moreau

“<ENFANTS”
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his pupils are to be found the heirs of his
conscience.

As to the form of Milcendeau’s drawings, I
firmly believe it to be strictly his own. Originality
of this kind is born with an artist. It is this sort
of originality which finds confirmation and gains
development by contact with the Masters—every
one of them;
all, not only the Italians who inspired Moreau,
but also to Rembrandt, Rubens,
Delacroix, and the others.

He has the good fortune to possess an indi-
vidual style of drawing, and he has his native land,
home and race—herein is the artist’s inexhaustible

and Milcendeau, 1 think, went to

Velasquez,

store. In his own country he recovers himself,
gathers fresh strength because he has sprung from
its very soil. A supply of sap has been, as it were,
his heritage, and he knows
where that supply may
In the case

of Milcendeau, this store

be renewed.

of force is in Vendée and

in Brittany. Amid these
familiar landscapes and
villages, surrounded by

folk long and well known,
he feels at his
he knows what he is going
to say and how he is
going to say it. Thus the
slightest of his sketches
has an inimitable accent

ease ;

of its own. Compared
with the pages he has
brought back from his
native place, all the
of tourist
painters appear

without emotion, without

mises-en-scetie
insipid,

conviction.

With Milcendeau there
is the deep touch, the
sensitive mark—the parent-
age, so to speak. Look
at these old peasants sit-
ting in the chimney corner,
or at the table,
their
doors, looking after their

eating
soup, or out of
pastur