




























































































































































































































































References: (Le Bois d'Amour) Jaworska, p. 220; Johnston,
1984, no. 67; Johnston, 1985, no. 97; (Maison et Arbres)
Johnston, 1984, no. 73; Johnston 1985, no. 98. (Both entitled
Maison dans les Arbres )

O'CONOR

0.8 LE BOIS D'AMOUR, 1893

(The Bois d'Amour in Pont-Aven)

Etching and drypoint

220x326 mm (image and plate mark)

On heavy wove cream paper: 391 x475 mm

0.9 MAISON ET ARBRES, 1893
(House and Trees)

Etching 185x182 mm (image and plate mark)

On heavy cream wove paper: 357x510 mm

Signed in plate, lower right: "R.O'Conor 93"

Short strokes, lines exceeding the silhouette of the trees
and long sweeping lines in the foreground distinguish
both prints. The sense of movement created resembles
tortured and directionless dancing; the introduction of
drypoint in the Bois d'Amour accentuates this feeling
of frenzy. At the same time, a judicious use of plate
tone in the earth and trees creates different tonalities
and allows the white paper to suggest luminosity. In
Maison et Arbres, O'Conor used longer, parallel
strokes in the trees to correspond to the strong winds
that often blow off the sea into Le Pouldu.

The title "Le Bois d'Amour" may not be accurate,
for many of these works may have been given titles later
by collectors and dealers and not by O'Conor, who
produced the prints only for himself and friends. While
the slope of the ground in this print is reminiscent of the
Bois d'Amour in Pont-Aven - the site of so many
works by Gauguin and others - the image could also be
of any of the abundant woods around Le Pouldu, espe
cially the area called "La Petite Suisse." On the other
hand, Pont-Aven is close enough to Le Pouldu that
round-trip travel by boat or carriage in a day was poss
ible. O'Conor, then, could have drawn his composition
while visiting the famed woods in Pont-Aven, but the
evidence is not strong enough to specify any site.



O'CONOR

0.10 DUNES, 1893

(The Dunes)

Drypoint

200x285 mm (image and plate mark)

On medium cream wove Arches paper: 305x447 mm

Stamped in lower right: "Atelier O'Conor"

0.11 PAYSAGE PANORAMIQUE, 1893

(Horizontal Landscape)

Etching and drypoint

144x280 mm (image and plate mark)
On medium cream laid Arches paper: 305x444 mm

In brown

Breton coast and the roughness of the terrain. As in
several of O'Conor's other prints, the trees actually
seem to dance.

Another impression of Paysage Panoramique
(Museum of Fine Arts, Boston) exhibits much coarser
wiping, resulting in richer lines and a stronger feeling of
movement. There is also another impression of Dunes
(Coll. J.) whose plate wiping led to a dark, murky
appearance.

Closely related to the Paysage Panoramique is a
painting entitled Paturage Breton (Petit Palais,
Geneva), tentatively dated 1891—92. In subject matter
and composition both the print and the painting depict
wind-tossed trees around a foreground pasture. This
scene is so typical of the Le Pouldu area, that the
painting should probably be redated 1893.

References: (Les Dunes ) Johnston, 1984, no. 76; Johnston, 1985,
no. 94 (entitled Paysage sur la Cote.)

In these two prints, O'Conor experimented with dry-
point and various plate wipings to suggest boundless
energy. The drypoint lines are heavy and rich with burr
and the wiping technique of lifting the ink from the
etched lines and dragging it out even beyond the burr of
the drypoint further emphasizes the movement of the
twisting, turning lines. Both works reflect the tremend
ous energy and force of the turbulent winds along the



O'CONOR

0.12 ARBRES DANS LE VENT, 1893

(Trees in the Wind)

Etching and drypoint

255x327 mm (image and plate mark)

On heavy cream wove paper, irregularly
cut: c. 376x474 mm

One of O'Conor's most dramatic and abstract etchings,

this work relies on turbulent lines, the silhouetting of

dark and light areas, and the manipulation of plate tone

for its powerful effect. To achieve the dense, twisting

forms, O'Conor first drew tight masses of curved lines

to define the shapes of each tree and its foliage. Over

these, he added straight lines in tight zigzags, the edges

of which often protrude from the curved outlines, exag

gerating and contributing to the movement.

The piling up of forms in three almost abstract hori

zontal areas, dark against light, and the absence of

O'Conor's usual empty foreground, as well as the tur

bulent sky, create the menacing effect of unleashed,
hurricane-like power1.

1. Another impression of this print has more irregular wiping,
especially on the left-hand side, and has streaks in the sky.
(Private collection, see illustration in Johnston, 1984, no. 70.)

Reference: Johnston, 1984, no. 70. (entitled Le Verger)



O'CONOR

0.13 PAYSAGE AVEC ARBRES A L'AVANT PLAN,

1893

(Landscape with Trees in the Foreground)

Etching

209x297 mm (image and plate mark)
On medium-weight cream laid Arches paper: 304x447 mm

Signed in pencil, lower right: "R.O'Conor 93"

0.14 PAYSAGE AVEC MAISONS ET ARBRES, 1893

(Landscape with Houses and Trees)

Etching

231 x284 mm (image and plate mark)

On medium-weight cream laid Arches paper: 340x447 mm

Signed in plate, lower left: "R.O'Conor"

Several of Van Gogh's pictures of 1891 are brought to

mind by the Pay sage avec Maison et Arbres, whose

violent, thrashing forms embody tremendous energy.

Here, O'Conor used two techniques to achieve his

different tonalities. First, he created a light grey tonal

ity throughout the image by covering the foreground

and sky with thin lines etched in a very brief acid bath.

Then, after etching the darker lines of the landscape

elements, he wiped the plate with a coarse cloth which

pulled ink from the etched lines to create an uneven,

darker grey in the foreground and a lighter grey in parts

of the sky. The strange cloud to the right was wiped

 > 11

clean of ink to make it appear almost solid and still give

luminosity to the scene. Like smoke or mist, the clouds

to the left rise and billow in the offshore winds, while

the trees resemble a continuous mass of thrashing

shapes, similar to those in Seguin's Les Sap ins (S.17).

In Paysage avec Arbre a I'Avant Plan, the ink was

manipulated on the plate with fingers, a cloth, and a

brush only one centimeter wide. The clearly visible

white lines of the brushstrokes add texture to the work.

The print was executed with an uncharacteristic sketch-

iness to the forms and a great deal of empty space. The

large tree trunk was so quickly drawn that the ink

"painted" on afterwards is essential to identify its form.

Referencess: (Paysage avec Maisons et Arbres) Field, no. 29,
attributed to Seguin; (Paysage avec Arbres a I'Avant Plan)
Johnston, 1985, no. 92. (entitled Landscape).



O'CONOR

0.15 PAYSAGE AUX DEUX GRANDS ARBRES, 1893

(Landscape with Two Large Trees)

Etching and drypoint

271 x 194 mm (image and plate mark)

On heavy wove paper: 517x358 mm

Signed in plate, lower right: "R. O'Conor 93"

In this powerful landscape, O'Conor evokes the force
of the wind through bold clouds that seem as solid and
heavy as the earth. Their rising, sweeping movement is
suggested by both their silhouettes and the lines that
define them. Each line throws the eye upward and the
thrust of the two trees in the foreground reinforces this
movement.

The plate was bitten twice for this print before the
drypoint was added to attain such rich blacks. Plate
tone across the meadow area produces an illusion of
spacial recession but this implied depth is negated by
the bold forms of the dominating clouds that crowd to
the front of the picture plane.



Robert Bevan
(1865-1925)

Robert Polhill Bevan was the fourth of six children born to a banker in Brighton,

England. Despite parental pressure to attend Oxford, he enrolled in the West

minister School of Art in 1888. In 1889-90, he attended the Academie Julian in

Paris, where Serusier, Denis, Vuillard, and Bonnard were fellow students.

Bevan journeyed to Brittany in 1890 and again in 1891 where, in addition to

filling three sketchbooks and working on a few paintings, he also produced three

etchings (Dry 1—3). From there, he travelled to Spain and Morocco, where he

probably engaged in more fox hunting than drawing or painting1.

During the summer of 1893, Bevan returned to Brittany and stayed at the Villa

Julia in Pont-Aven. There he became close friends with Forbes-Robertson, who

may have introduced him to Bernard, Delavallee, Seguin and O'Conor2.

Bevan met Gauguin in Pont-Aven in 1894. Although they were never close

friends, Gauguin dedicated his 1894 monotype, Two Standing Tahitian Women, "a

Vami Bavan [sic] P. Go"\ Bevan certainly knew Seguin by 18954, and his drawing of

a girl wearing the coiffe of Le Pouldu (Coll. J.), suggests that he may have visited

that village when Seguin and O'Conor were actively involved in printmaking.

Serusier was in nearby Huelgoat and visited Le Pouldu in August of the same year.

Bevan's lithographs of the 1890s ex

hibit a remarkable affinity to the etch

ings of O'Conor. Both used long, fluid,

rhythmic lines to depict the wind-

buffeted trees along the Breton coast.

Like other artists of the Pont-Aven

Circle, Bevan was fascinated by the

landscape and the people of Brittany

(illus. 20 and 21 )5. He admired the flow

ing rhythms created by the smooth con

tours of the hills and hedges (illus. 22)

and he found the Breton labors of beat

ing flax, making sabots, and threshing

grain of such interest that he sometimes

even participated in the work himself6.

Stylistically, Bevan favored the Syn-

thetism developed by Gauguin and the

Illustration20. ROBERT BEVAN, TREES BY THE

ROAD, (1893-94, lithograph, 345x254 mm. Dry 6)



Pont-Aven Circle; he emphasized flat shapes and rhythmic contours in most of his

work of the mid and late 1890s. His prints appear less spontaneous than those of

O'Conor and Seguin, probably because he did several preparatory sketches for

them, whereas Seguin and O'Conor often drew directly onto their plates7. Bevan

employed a forceful line charged with energy, which implies that he may have
known Van Gogh's work in Paris8.

Bevan left France in late 1894 for an isolated farm house at Hawkridge on

Exmoor, in southern England, where he pursued his two life long passions of

hunting and art. He finally settled in London in 1900 and beginning in 1911, became

an active member of the Camden Town Group and in 1914, of the London Group.

His later prints demonstrate an intriguing mixture of Synthetist and Cubist ideals.

Bevan's printmaking activity was limited to the years 1890-91, 1893-94,

1898-1900, and then again after 1919. His artistic output in Brittany was small;

only two small paintings of 1893—94 plus a number of drawings, some colored with

watercolor are known. Graham Dry's catalogue raisonne of the prints consists of

thirty-nine works, but only eight of the lithographs and three etchings were created

in Brittany9. After 1891, Bevan abandoned etching for lithography. He preferred

stone rather than zinc plates, and drew his previously worked out designs directly
on the stone10.

1. R. A. Bevan, Robert Bevan, A Memoir by his Son,
London, 1965, p. 9.

2. Seguin made numerous drawings of Forbes-Robertson,
who in turn completed several portrait drawings of
O'Conor and Seguin. Bernard painted Forbes-Robert-
son's portrait and Delavallee dedicated a trial proof of
his etching Bretonne Assise (D.2) to him. Since Bevan
was close to Forbes-Robertson, they surely travelled in
the same circles in Brittany. Thus Bevan probably also
knew Seguin, Bernard, and many of the other artists.

3. Collection Bevan Family. See Richard S. Field, Paul
Gauguin's Monotypes, Philadelphia Museum of Art,
1973, no. 16.

4. Letter from Seguin to Delatre, June 8, 1895, Collection
Jules Parassant, Nantes.

5. R. A. Bevan, Robert Bevan, A Memoir by his Son, p. 9.

6. Letter from Bevan to his mother, quoted in R. A.
Bevan, Robert Bevan, A Memoir by his Son, p. 9.

7. A number of these studies have survived and are in
public and private collections. For illustrations of some
of them, see Robert Bevan, Drawings and Watercolors,
exhibition catalogue, Anthony d'Offay Gallery, Lon
don, 1981.

8. Family members have stated that Bevan never met Van
Gogh but was influenced by him. (R. A. Bevan, Robert
Bevan, A Memoir by his Son, p. 10). Bevan had seen
paintings by Cezanne in Paris and may well have seen
Van Gogh's work there also.

9. See Dry.

0. P. and D. Colnaghi and Co, Robert Bevan, the Complete
Graphic Works, undated exhibition catalogue, London,
n.d. p. i.

Illustration 21. ROBERT BEVAN, THE PLOUGH, (1893-94,

lithograph, 254x345 mm. Dry 7) and A BRETON VALLEY,
(1893-94, lithograph, 194x292 mm. Dry 11).



BEVAN

BV.1 THE POPLARS, 1893-1894

Dry 5. Lithograph

254x352 mm (image)
On thin white paper (chine appliquee) laid over thick

white wove paper: 360x518 mm

Signed in lower right of image in the stone with artist's

monogram, "RPB"
Estate stamp in lower right corner

Edition of six

The long fluid strokes of the lithographic crayon that
depict the fields and road and the way the landscape is
divided into gently swelling elements, are strongly
reminiscent of Serusier's La Terre Bretonne (SR.l) and

contemporary etchings by Seguin and O'Conor1.
Bevan's longer stroke takes advantage of the greater
freedom offered by lithography and creates a sinuous,
languid rhythm.

The trees in this print all seem to twirl in the wind, an
effect Bevan achieved by first outlining the shape of
each tree's foliage and then filling in the form with long,
even strokes. While O'Conor and Seguin also used this
technique in their 1893 landscapes, Bevan muted the
violent motion evident in many of their trees by repeat
ing insistently parallel lines of uniform length and
width. These lines form natural objects that can also be
read as flat, abstract shapes.

1. See Seguin's Paysage avec Chevaux et Bateaux (S.13) and
O'Conor's Paysage avec Maisons et Arbres (0.13).
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BEVAN

BV.2 HAWKRIDGE

Drawn in 1895, printed in 18991
Dry 22. Lithograph

346x406 mm (image)

On thin cream wove paper: 460x590 mm
In dark green

Signed in stone in lower left of image with artist's mono
gram, "RPB"

Estate stamp lower right corner.

Edition of 18

It is remarkably Synthetist in feeling, with its outlined,
flat areas, repeated patterns, and curiously tilting
space. Using shorter, choppier strokes than those in
The Poplars (BV.l), Bevan caused each form to writhe
and twist with an energetic movement similar to that
seen in O'Conor's prints, and reminding us of works by
Van Gogh. While The Poplars presents the clear light
and open spaces of Brittany, Hawkridge suggests an
atmosphere more characteristic of England.

This print can be considered the culmination of the
Bevan's stylistic development in Brittany, although it
was conceived immediately after his return to England.

1. Bevan drew Hawkridge in crayon soon after he left Pont-Aven
in late 1894 and settled in Hawkridge on Exmoor, England.
(Anthony d'Offay Gallery, Robert Bevan, 1865-1925, Draw
ings and Watercolors, exhibition catalogue, London, 1981, no.
13.) In 1898, after he moved to Brighton, he finally drew it on
stone and pulled an edition of eighteen prints. ( Colnaghi and
Co., Robert Bevan, 1865—1925, The Complete Graphic
Works, exhibition catalogue, London, n.d., no. 23.).



Cuno Amiet
(1868-1961)

Amiet was a Swiss artist who studied at the Academie Julian in Paris in 1888, which

Serusier and other members of the fledgling Nabis also attended at the same time.

In the spring of 1892, on the advice of the Hungarian artist Hugo Poll, Amiet

travelled to Pont-Aven, where he became friendly with Bernard, Serusier, de

Chamaillard, and especially Seguin and OConor1. He worked with Seguin and

O'Conor in Le Pouldu during the summer of 1893, and was encouraged by them to

try his hand at printmaking. Amiet made three small etchings that summer, each of

which is known in only three or four impressions (Mandach, 1,2,3; illus. 23). Soon

after, he returned to Switzerland, where he continued to execute prints and

paintings that incorporated many of the stylistic concepts of the Pont-Aven School.

He is considered to be one of Switzerland's major artists and achieved a consider

able reputation even in his lifetime. A highly respected member of Die Brucke, he

was also associated with the Vienna Secession, where he exhibited thirty paintings

in 19042. The works from his Pont-Aven period have become extremely rare

because most of them were destroyed by fire at a 1931 exhibition in the Glaspalast,

Munich.

Illustration 22. CUNO AMIET, BRETONNE AVEC

UNE CRUCHE, (1893, etching and aquatint,

183x110 mm. Mandach 1).

2. Mauner, "Cuno Amiet," p. 16.

1. George Mauner, "Cuno Amiet a Pont-Aven," Cuno
Amiet, exhibition catalogue, Musee de Pont-Aven, 1982,

p. 9.



AMIET

A.1 LES VACHES, 1893

(The Cows)

Mandach 2. Etching

181 x82 mm (image and plate mark)

On medium-weight cream wove paper: 330x220 mm

Signed in pencil, lower right: "C. Amiet"

In this work, Amiet drew upon the styles of his two
friends, Seguin and O'Conor. He conceived his forms
as flat shapes defined by tight masses of hatchings and
cross hatchings. The areas are all delimited by thick,
forceful outlines which are more pronounced than
those in Seguin's or O'Conor's works, and closer to
Bernard's Cloisonist technique. The curves and
emphatic, flowing lines in Amiet's print are dramati
cally heightened by the silhouetting of dark shapes
against the undefined white background.

Amiet seems to have encountered considerable
difficulties in producing this striking little print. Orig
inally, he tried to create his image by using either aqua
tint or direct biting in areas not masked by varnish.
Some of the varnish in the covered areas subsequently
came off in the acid bath, resulting in unwanted tones in
the landscape. He then tried to burnish off these areas,
leaving only enough biting to give an appearance of
texture. His inexperience with the medium is suggested
further by the fact that he left the plate in the acid bath
too long, etching the area of the cow too deeply. To
rectify this, he tried to burnish out some of these areas.
It is gratifying that the artist's persistence in mastering
the difficulties of a medium new to him finally resulted
in this highly successful image.

The bold cropping of the cow's head and the
background trees, the abstract effect created by the
arabesques, cut-off forms, and even the shape of the
print itself all reflect the influence of Japanese wood
cuts. Yet this print is almost Art Nouveau in style. In
fact, the distance between the schools of Pont-Aven
and Art Nouveau is not great, since both movements
shared many common sources and goals.

References: Cuno Amiet, Giovanni Giocometti, exhibition
catalogue, Kunstmuseum Bern, 1968, no. 123; Cuno Amiet,
exhibition catalogue, Musee de Pont-Aven, 1982, no. 76.
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Maxime Maufra
(1861-1918)

A Breton by birth, Maxime Maufra was born in Nantes in 1861. Although his early

career as a marine businessman prevented formal art studies, two of his paintings

were nonetheless accepted by the 1886 Salon and were praised by Octave Mirbeau1.

He finally abandoned commerce for art in 1890.
Maufra met Gauguin briefly in Pont-Aven in 1890, moved to Montmartre in

1892, and began to experiment with making prints that winter, probably under the

tutelage of Eugene Delatre, who was also his printer2. Felix Bracquemond and

Auguste Lepere were also among his earliest influences. His stylistic development

was further influenced by repeated contacts with Gauguin in 1893—953, as well as

trips to Brittany throughout the early 1890s, where he encountered other artists of

the Circle of Pont-Aven. Gauguin visited Maufra's studio in November 1893 to

thank the latter for defending his art and to encourage Maufra to continue his work.

And after Gauguin's disastrous sale at the Hotel Drouot in February 1895, Maufra

brought the despondent Gauguin back to his studio for dinner and consolation.

While Maufra adopted some of the stylistic characteristics of the Pont-Aven

printmakers - flat, decorative shapes, linear rhythms, and Breton subject matter -

he rejected its inherent abstraction, along with labels such as "Synthetist . He

preferred a more direct approach to nature, choosing as his subjects sunsets, waves,

rocky cliffs, buildings, villages, and boats rather than people.
Maufra's landscapes and written accounts reveal his affinity for what may be

called "Symbolist landscapes". A naturalistic attempt to copy nature was rejected

in favor of painting a reflection of the artist's sensitivity, which in Maufra's quiet

landscapes implied withdrawal and, at times, silence4. As he tried to express his

feelings in response to a subject, he often distorted, exaggerated, and re-arranged

forms to capture his spiritual sensation.
When Maufra exhibited his work at Le Bare de Boutteville's gallery in 1891, he

divided his works into three categories — "Les effets, " "Syntheses de la Bretagne,

and "Les phenomenes, " - which are respectively defined as fugitive aspects of

nature, syntheses of feelings about the physical environment of Brittany, and rare

and emphemeral natural occurrences, such as rainbows5. All of these works imply a

synthesis not of form, but of feelings about landscapes and natural phenomena that

are calculated to evoke similiar emotions in the viewer. Maufra's use of some of the

formal vocabulary of Synthetism, then, was calculated to evoke a specific emotion.
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In Brittany, Maufra sketched in front of his subject. Some of his plates were then

etched in his Breton studio6, but more often they were sent via friends to Eugene
Delatre in Paris, who both etched and printed them7.

Apart from the twenty lithographs in Paysage de la Guerre published in 1917,

Maufra intended to sell only five or six of his 126 prints8. The others were printed in

small editions by Delatre and given to friends. Printmaking seems to have been a

relaxing, creative outlet for him, a relief from the pressure he felt to produce

paintings under his contractual obligations to Durand-Ruel9. Nonetheless, he was a

knowledgeable printmaker who mastered the various and complicated techniques

of the medium. Many prints exist in several states, witnessing Maufra's striving for
perfection.

By the end of the 1890s, Maufra felt a need for both stricter compositions and a

return to what he called "style." In his subsequent prints, he reverted to a classic,

nineteenth-century print vocabulary of small, thin lines, careful shading, and timid

compositions. Yet throughout his life, he retained his love of Breton subjects,
exploring them again and again10.

1. Octave Mirbeau, La France, 1886, recounted by Mir-
beau in Echo de Paris, 30 January, 1894.

2. Morane, p. 7.

3. Arsene Alexandre, Maxime Maufra, Paris, 1926. pp. 63
and 100.

4. For a discussion of Symbolist landscapes, see Taube
Greenspan, "Charles-Marie Dulac, the idyllic and mys
tical landscape of Symbolism," Gazette des Beaux Arts,
April, 1982, pp. 163-166.

5. V.E. Michelet, Maufra, Peintre et Graveur, Paris, 1908,
p. 38.

6. Maufra lived in various places in Brittany, usually
spending the summers in a different location each year,
before returning to Paris for the winter. (See Alex
andre, Maxime Maufra, p. 103, for an account of his
yearly trips.) After two visits to Pont-Aven in 1890-92,

he rejected it as too crowded. He preferred to live in
greater isolation amongst fishermen and peasants.

7. According to Daniel Morane in a conversation with the
author, 1984.

8. Notre Dame de la Clarte and Tonquedec were sold as a
set in an edition of one hundred; Le Chemin au bord de
la Mer was published for I'Estampe Originale, and a few
other lithographs were published respectively by Le
Crayon and Le Depeche de Toulouse. See the catalogue
raisonnee of the works of Maufra: Morane, Maxime
Maufra.

9. Daniel Morane, in a conversation with the author, 1984.

10. No posthumous printings of his plates have appeared,
although Maufra himself had at least La Vague (M.4)
reprinted during his lifetime. (Unpublished letter from
Maufra to Delatre, Coll. J)
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MAUFRA

M.1 LE PONT DE LEZARDRIEUX, 1893

(The Bridge at Lezardrieux)

Morane, 7. Early state. Etching and aquatint

200x254 mm (image and plate mark)
On cream simili-Japan paper: 280x379 mm

Signed in pencil, lower right: "Maufra"
Stamp of August Delatre (Lugt no. 105): lower right, in

image

This print, showing a bridge in northern Brittany, re
veals Maufra's extensive experimentation with diffe
rent tonal effects. He scratched through the aquatint or
burnished it in places, and used aquatint and hatching
to juxtapose the composition's large, flat masses. In the
final state, the sky was reworked, and the bridge and

smoke became less obvious. The curious lone tree
resembles those in Bernard's Les Bretonneries series
(B.4-8).

Typical of Maufra, the composition comprises a large
triangular shape in the left foreground1, a winding road
receding from a prominent foreground position, and a
straight horizon line that runs across the upper third of
the image. Even though Maufra never denied depth in
his landscape prints of the 1890s, he often built the
space with horizontal bands that appear to be stacked
up on the picture surface instead of receding into it.
This is common in many prints of the Pont-Aven Circle.

1. A fact pointed out by Daniel Morane, in a conversation with
the author, 1985.

Reference: La Depeche de Toulouse, May 15, Paris, 1894, no. 42
(exhibition organized by Edouard Ancourt).



The technical virtuosity of this etching and its bold
use of aquatint, however, are purely Maufra's, for none
of the other artists of the Circle of Pont-Aven was as
proficient in the consistent use of aquatint. In Maufra's
own categorization of his work, this would be classified
as a "synthesis" of Brittany, since it evokes feelings of
mystery and power, and memories of Brittany's
medieval past.

Three states of this print are known. In the first, the
trees along the river are simply outlined, while in the
second, a preliminary use of aquatint is seen2. I'Es-
tampe Originate published the third and final state with
Notre Dame de la Clarte in 1894, as a separate work,
along with a cover by Eugene Delatre and a text by
Gustave Babin.

1. Arsene Alexandre, Maxime Maufra, Paris, 1926, p. 102.

2. Morane, p. 17

MAUFRA

M.2 TONQUEDEC, c. 1894

(The Castle at Tonquedec)

Morane, 17. iii/iii. Etching and aquatint

300x355 mm (image and plate mark)
On heavy cream wove paper: 422x594 mm

Signed in blue pencil, lower right: "Maufra, no 53"

Edition of 100

In 1894, Maufra frequently saw Gauguin, who had just
returned to Paris from the South Seas and set up a
studio on the rue de Vaugirard1, where frequent social
gatherings often included Maufra, Serusier and Seguin.
The insistently flat shapes seen here may have been the
result of the intense discussions about Synthetism that
took place there.



MAUFRA

M.3 BATEAU DE PECHE, 1894

(Fishing Boat)

Morane, 11. Early state. Drypoint on zinc

297x357 mm (image and plate mark)

On heavy cream wove paper: 480x633 mm

Signed in plate, lower left: "Maufra 94"
Signed in blue pencil, lower right: "Maufra"

Maufra began this work with a traditional nineteenth-
century print vocabulary of fine lines organized in tight
webs. The resulting forms are similar to Maufra's later,
post-1900 works1 which bear little relation to the Syn-
thetist ideals of flat, simple shapes suggested in
Tonquedec (M.2). With a second application of dry-
point lines, however, he tightened the boat, figures,
and reflections in the water into flat shapes consistent
with Synthetist ideas.

Seascapes were a common theme in Maufra's work,
particularly in his paintings and watercolors. He loved
the solitude of the rugged coastal areas of Brittany,
finding there the "beaux effets" of nature he so
admired2. With a subtle plate tone, achieved by careful
wiping, he produced a misty, quiet effect rather than a
narrative or specifically topographic scene.

In a later state of the work (Coll. J), Maufra rein
forced some of the lines, used a darker plate tone, and
created a sun and its reflection by wiping round and
oblong shapes in the plate tone.

1. See collections of the Bibiliotheque Nationale, Paris and
Quimper Musee des Beaux Arts.

2. Arsene Alexandre, Maxime Maufra, Paris, 1926, nos. 54 & 61.
See, for example, his painting Pointe de Raz, Durand-Ruel,

Paris.



MAUFRA

M.4 LA VAGUE, 1894

(The Wave)

Morane, 10. viii/viii. Etching and aquatint

342x535 mm (image and plate mark)

On heavy cream laid paper: 374x578 mm (left and top),
378x568 mm (right and bottom)

Signed in pencil, lower right: "Maufra, 1894"

Signed in plate, lower right: "Maufra 1894"

Maufra wrote to Eugene Delatre that his goal in this

print was to emphasize the sensation or impression of

the pounding, exploding waves along the Breton coast

lines1. He frequently returned to this theme as he

travelled the entire southern coast of Brittany between

his hometown of Nantes and the Pointe de Raz on the

far western edge2.

The idea of capturing waves frozen in air was not

unique to Maufra in the 1890s, but offered a fascinating

challenge to quite a few of his contemporaries, many of

whom were inspired by Japanese prints3. Maufra's

large, white wave may derive from Japanese design

principles that stress simple shapes and decorative

patterns. Yet its irregularly rounded contours and its

suggestion of three-dimensionality are not at all Japan

ese. The long, smooth swells of the waves moreover,

seem designed to evoke a feeling of the power of the

deep waters along the Breton coasts and not merely to

create a decorative ensemble of lines and shapes based

on wave patterns.

In the first five states of this print, Maufra used only

etching to delineate the composition (first state with

pastel and pencil additions) and gradually to work out

the rocks (second state), waves, and sky (third to fifth

state). His signature was added with the aquatint in the

sixth state. In the last two states, Maufra accentuated

the contrast of tonal values and increased the textural

differences between the rocks and water.

This final image proved to be so popular that in 1908,

Maufra asked Delatre to print five more proofs, taking

care to whiten the foam near the rocks and on the

curling wave during the plate wiping. Maufra's precise

directions added: "They must be carefully done artistic
proofs"4.

1. Unpublished letter, May 20, 1908. Coll. J.

2. See the four paintings and drawings reproduced in Jaworska,
pp. 194-5.

3. These prints included Hokusai's Great Wave off Kanagawa
from the 36 views of Mt Fuji, 1823-31, and many in The
Manga, vol. 2, 1815. Henri Riviere used the motif in his La
Vague, a color lithograph of 1893, as did Gustave Jossot in
1894 in another color lithograph of the same name (Published
in VEstampe Originate). Closer to Maufra may have been
George Lacombe, a Nabi who spent a great deal of time in
Brittany and whose paintings of the sea and cliffs of western
Brittany contain stylized, very Japanese-like wave patterns.
See his The Grey Sea, 1890, in the Museum of Fine Arts, Utah;
Les Falaises a Camaret, c. 1892 and La MerJaune, Camaret, c.
1892, Musee des Beaux Arts, Brest.

4. Unpublished letter, May 20, 1908, Coll. J.

References: Salon des Independants, 1894; Maxime Maufra,
Emile Dezaunay, exhibition catalogue, Musee des Beaux-Arts,
Nantes, 1960, no. 60; Quimper, 1978, no. 59.
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