Interpreting

From Ceramics to the Bronze Age: Commercializing Sculpture in the
United Kingdom and on the Continent — A Juxtaposition

Part 11

Isabel Hufschmidt

‘Invention of arts, with engines and handicraft instruments for their improvement, requires a
chronology as far back as the eldest son of Adam, and has to this day afforded some new
discovery in every age.’ (Daniel Defoe, ‘The History of Projects’, in An Essay Upon Projects,
1697)

Taste and Aesthetics vs. Art Married to Industry?

When technical improvements and mechanization ‘take command’, to use Giedion's expression,
is the originality of the art work and/or the artist himself threatened? Cheverton, perhaps slightly
disquieted by the consequences of the employment of his sculpturing machine, declared in 1837,

then seven years before he patented his apparatus:

It is the artist who must take the first step. It must be his hand to catch and embody
the ideal creations of his imagination, or to light up with a refined intellectual, or
impassioned expression of the otherwise literalitie of mere lineament and form. The
artist accordingly avails himself of all the mechanical helps he can find — if therefore
the machinist brings to his aid a more efficient instrument, so perfect indeed as to
enable him to take a facsimile of his original model, he assists him to accomplish
that which by present imperfect he cannot hope although he desires to effect.'

In France we find the same reflections about the topic, perhaps even with more eagerness than in
Britain in view of the stronger overshadowing force of the present commercialized industry of art
and the modern art market, very premature by means of their incomparable acceleration in

development and extension. (Fig.1)

Actually, there are four aspects which can be repeatedly found throughout several treatises about
art and industry in various critical accounts, newspaper articles etc. of that time: questions about
the claim of sculptural works as art works which have entered commercial production and
distribution and have mainly been detached from the artist’s hand by then; doubts regarding their
aesthetic and artistic quality; objections regarding their ability to educate public taste; thoughts
about their final intention, respectively destination due to subject, scale as well as execution. An

exemplary case which gives contour to these aspects and to the problem hinted at between the
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lines pronounced by Cheverton was to happen in France. Among all kind of court proceedings
dealing with the exploitation and distribution of sculptural works at that epoch one particular case
will be presented here as it gives a precise impression of the obstacles with which a publisher of
sculpture had to cope with. It is a judicial case offering us insights into questions of plagiarism,
property rights closely related to the reproduction of sculpture on an industrial scale by
mechanical means, especially assisted by the application of the pantograph, and by consequence,

the claim of such an object - gone through a technical process of creation - to be an art work.

The famous fondeur-éditeur Fedinand Barbedienne had sued against surmouleurs for having
illegally reproduced and distributed works, mainly reduced examples of ancient masterpieces,
originating from his production. During this Procés Barbedienne, documented by Charles Blanc
in a report published in the Gazette des Beaux-Arts in 1862, the crucial issue in terms of the
success of the lawsuit was whether the objects created by the réducteur and then reproduced
serially throughout a partly mechanized process were to be considered as art works. By
consulting Blanc's report, passionately defending the publisher's side and the character of his
production to be a true production of art works in their own rights, the reader learns that the case
was dismissed. The original source will be cited exhaustively at the end of this text in order to
provide an opportunity for closer comprehension of the case. It is given in its original tongue,
showing its beautiful language of argument, and it is followed by an English translation by the

author (Appendix I).

Before focussing on the British position in this controversy of the art industriel and to return to
the subject's root of discussion, the contrasting attitudes held by prominent figures of the French
debate such as Gustave Planche and Léon de Laborde are now presented and discussed. In his
treatise ‘De l'union des arts et de 1'industrie’ published 1856, Léon de Laborde extensively
considers the theoretical support of the concordance between art and industry. Revoking first the
common statements spread by the opponents, the author formulates the clear aim of this union
being to the advantage of art, the artist and the public. He declares: Loin donc de tuer les arts en
les repandant, cette large diffusion sera comme la cloche qui appelle a l'église le monde croyant.
... la culture des arts sera étendue a tous.” ... former le goiit de cette aristocratie nouvelle qui
s'appelle tout le monde.® As we shall see later, he thus echoes certain convictions that Henry Cole
had previously propagated for a decade or so. However Gustave Planche rejects this position and

in direct response to the explanations laid down by De Laborde, the famous critic judges the
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naive approach of the author to the alliance between art and industry by warning off pejoratively
the true reality of their consequences (Appendix II).

One may say De gustibus non est disputandum, but what Gustave Planche foreshadowed seemed
to be a danger which, for the British side, Marion Harry Spielmann (1858-1948) was to
summarise in a quasi-Socratic phrase about half a century later: ‘bad taste is worse than no taste
at all; for “no taste” may be educated, but “bad taste” is vicious already’.* In view of the hassle in
France, Britain had witnessed, preceding by 20 years the case alleged here, the decisive impulse
for its art industry in order to equal France, although with some slight delay. Owing to a respected
representative and relentless preparer of this movement like Henry Cole as well as the firm
support by the noble class, the keen sponsorship of the Sutherlands, especially on the pottery's
side, the royal family and the approval by leading artists, critics and press, the conviction of
mutual benefit, the progress as well as promulgation of art via industry and the progress of
industry by art's assistance, finally leading to the education and refinement of public taste, could
take its shape. In short, as Cole would say, ‘an alliance between fine art and manufactures would
promote public taste’.’ In his famous historic treatise The Ceramic Art of Great Britain, published
in two volumes, the author exclaims — in the chapter about Worcester - his position in a long and
significant passage, promoting herein the central status of pottery manufactories and the

responsible challenge these seem naturally to be charged with:

It is a common belief that high art and commercial success cannot go hand in hand, -
that to make things sell you must sink art — or that, if you produce high art examples,
you must give up all expectations of a remunerative trade. This theory I do not believe
in. [ hold it to be the mission of the manufacturer, in whatever branch he may be
engaged, to produce such goods as shall tend to educate the public taste, and to lead it
gradually upwards to a full appreciation of the beautiful. The manufacturer is quite as
much a teacher as the writer or the artist, and he is frequently a much more effectual
one. In pottery especially, where the wares of one kind or other are hourly in the
hands of every person in the kingdom, it behoves the manufacturers to produce such
perfect forms, and to introduce such ornamentation, even in the commonest and
coarsest ware, as shall teach the eye, and induce a taste for whatever is beautiful and
perfect and lovely in art. The mission of the manufacturer is to create a pure taste, not
to perpetuate and pander to a vicious and barbarous one; and I believe, in the end, that
those who do their best to elevate the minds of the people by this means will find that,
commercially, their endeavours will be most satisfactory — assuredly they will be the
most pleasant to their own minds.’

And it is at that point where Felix Summerly and the Society of Arts step in with their realization
of this idea. The goal is precisely fixed in 1847 with a presentation entitled promisingly ‘ART-
MANUFACTURES: COLLECTED BY FELIX SUMMERLY, Shewing the Union of FINE-
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ART with MANUFACTURE. (Fig.2) The introduction to this catalogue-like prospect
summarizes the essentials of the enterprise, seeking confirmation by historic approval and
emphasizing the enjoyment of co-operation with renowned contemporary artists and
manufactories. And just like in a catalogue of those notorious French foundries, the range of
objects extolled comprised sculptural works and decorative items as well as arrangements in

various materials.

Francesco Francia was a Goldsmith as well as a Painter. Designs for crockery are
attributed to RAFFAELLE. LEONARDO DA VINCI invented necklaces. In the
Gallery of Buckingham Palace is a Painting by TENIERS to ornament a harpsichord;
and in the National Gallery there is one by NICOLO POUSSIN for a similar purpose.
HOLBEIN designed brooches and saltcellars. ALBERT DURER himself sculptured
ornaments of all kinds. At WINDSOR is ironwork by QUINTIN MATSYS. BEATO
ANGELICO, and a host of great artists, decorated books; and, in fact, there was
scarcely a great mediaeval Artist, when Art was really Catholic, who did not essay to
decorate the objects of every day life. Beauty of form and colour and poetic invention
were associated with every thing. So it ought still to be, and we will say, shall be again.

MANUFACTURING skill is pre-eminent and abounds; but artistic skill has to be
wedded to it. This defect was early observed by the Society of Arts, and by their
exhibition of manufactures and distribution of premiums they have in part attempted
the remedy.It is the purpose of this collection to carry out the same object to a still
greater extent, and to revive the good old practice of connecting the best Art with
familiar objects in daily use. [...]

Several of our best Artists have already expressed their willingness to assist in this
object, among them my be named — John Absolon. John Bell, Sculptor. C.W. Cope,
A.R.A.T. Creswick, A. R.A.. J.R. Herbert, R.A. J.C. Horsley, a Professor of the School
of Design. Joseph, Sculptor. D. Maclise, R.A. W. Mulready, R.A. R. Redgrave, A. R.
H. J. Townsend, a Professor of the School of Design. Sir R. Westmacott, R.A. &c. &c.

THE ART-MANUFACTURES will be of all kinds, and executed in metals, pottery,
glass, wood, papier maché, and other materials. Arrangements have been made with the
following eminent Manufacturing Firms for executing designs —

F. Christy and Co., Glass. The Coalbrookdale Iron Company. Creswicks, Whitesmiths.
Dixon and Sons, Britannia Metal. Hunt and Roskill, Precious Metals. Jennens and
Bettridge, Papier Maché. Leuchars, Buhl-work. Messengers and Co., Brass Casting.
Minton and Co., Pottery. Richardson’s, Glass. Rodgers and Sons, Cutlery. Simpson,
Paper Hanging. B. Smith, Precious Metals. Stuart and Smith, Iron Casting. Taylor,
Williams and Jordan, Machine Wood Carving. C. White, Stone Pottery. Wedgwood’s,
Pottery. Willock and Co., Terra Cotta Works, &c. &c.’

Very promising indeed, and one could have anticipated a long story of success, if we take in
account the positive reactions which can be gathered from various journals and the vast publicity

campaign Cole brought into action, but the entrepreneur abandoned the business in 1849 already,
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probably for several reasons. (Fig.3) One could have been the fact that the profits did not work
out so well as conceived; another, potentially damaging in terms of public relations, might be
seen in the attacks in the Art Union journal which, on the occasion of the annual exhibition of
British Manufactures for the Society of Arts in 1848, organized by Cole, criticized the display of
objects as it was mainly dominated by Summerly items.® Moreover, anonymous letters published
in the same journal criticised the scheme of agreement Cole required from the manufacturers who
had all the financial risks on their side. Nevertheless, in 1849 Cole was already completely
occupied with establishing the first Great Exhibition of All Nations. Compared to his previous
enterprise, this meant the ultimate outcome of his visions to which the Art Manufactures had been
a ‘mere’ preparatory challenge and experiment; preparatory, but inspiring, shoulder to shoulder
with the Art Union’s efforts, drawing out the potential of sculpture introduced to a market system,

to private consumption — and that in various facets.

From the examples given we can see that there are many sides to this story —probably too many to
cite them all. Even if completely aware of the developments of the time, especially those in
neighbouring countries, the British art industry seemed to miss its moment of opportunity. Just
very late in the century we witness a stronger demand for a more independent commercialization
of sculpture, independent in terms of direct co-operation between publishers, foundries and
artists. Between the first attempts from the 1830s / 1840s and the outcomes at the end of the
century we have a gap of uncertainty in proceeding, a stasis or even a kind of reticence. We come
full circle with the introductory comment by Cheverton in 1837 and then further comments by
Onslow Ford in 1889 and by the critic and president of the Art Workers Guild, George Simonds,
in 1886, not an enthusiast of the urged popularization of sculpture via marketing ambitions. Both
Ford and Simonds declare the predominant role and control of the artist in any execution of a
design or work of art generated by his mind and hands, a control which should not end even, and
especially when, his creations enter the channels of commercialization. Simonds is actually

blaming

miserable cabinet bronzes which are turned out wholesale by certain manufacturers,
and are termed “art bronzes”. These are often copies of fine originals, but most of
their value is lost from the fact that they are cast in many pieces, which are then
joined together, filed, and chased up in a happy-go-lucky commercial style by a not
over-skilful artisan. Thus every trace of the original hand is obliterated ...

Yet, such as they are, these soi-disant ‘art’ bronzes are replicated ad nauseam and

doduty as sculpture in the homes of the wealthy and well-to-do classes, who I venture,
however, to predict, will, before many years are over, be as keenly alive to the merits

www.interpretingceramics.com 5



Interpreting

of a bronze as they are already to those of a picture. It will be an unspeakable comfort
when these purely commercial productions shall be ... relegated to the possession of
those whose purses are too slender for the purchase of original works. These can only
be produced by the wax process, and by the artist himself, or at least under his own
immediate care and supervision.’

By referring to the particular example of designs in silversmithing, Onslow Ford expresses
himself in the same direction, urging even more the artist’s accomplishment in the knowledge of

techniques and handicraft:

The man who makes the design should be able to execute the works, or, at all events, to
understand it. The usual practice of silversmiths to-day is, I believe, to buy a design
and then give it to someone else to execute, with the result that the finished work is ...
that of ‘nobody in particular.” Great efforts are being made to revivify this branch of
our art and place it on its true footing.

... these things bear the stamp of the art of our time, and should not be content with
some slavish copy of something that has been done before, or with a mere makeshift
put together by some totally inartistic person who assures the customer that it is ‘quite
correct.” ... the craftsman interpreting the aphorism that ‘art consists in concealing art’
by producing something in which no art whatever is visible! '’

In order to take up these thoughts and coming back to the beginnings before going further, it was
in the Journal of Design and Manufactures of 1849/1850 that we already find treated essences of
the subject exposed until here via different perspectives and statements. Dedicated to the Duchess
of Sutherland — the family notoriously connected to the progress of the Potteries — the journal
neatly illuminates the manifold faces of artistic, manufacturing and trading developments as well
as activities in interrelation. By browsing through the Miscellaneous section of the issue the
reader comes across the ‘Letters on English Bronzes’, a crucial account not only in terms of the
topic of this article, but in showing how overtly the changes and challenges were perceived at that
time. The author of the ‘Letters’, a certain B.J., after having declared the superiority of the French
bronzes by which the English ambition had been awakened, recalls a visit he paid to the firm of
Eck & Durand in Paris. The writer puts emphasis on the skilful execution by the workers
employed, their knowledge and comprehension of the artistic challenge, owed to the specialized
education at the école commun. He then hints again at the progress which can be seen in the
production of bronzes in England by referring expressly to the impulse the Art Union gave in this
direction, although he is very clear about the need of improvement his country still has to face
before being able to compete seriously with the works from abroad. But he sees at least one
obstacle left behind, the separation of ‘ornament’ and ‘art’ which now ‘have no dividing line

between them’, for him the condition of any improvement and progress in this field, a condition
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of which not only manufacturers, but the artists and the public are equally aware of, ‘which ... is

fortunately now obtaining credence in this country’.

Turning Clay into Bronze — The Way to Publishing Sculpture

The threshold between the tradition of figure making in ceramics and a true marketing of art, an
industry of art in its proper sense, was the introduction and rapid elevation of Parian ware. Much
has been written about the slightly misleading story about who invented this innovative and
revolutionary paste. In fact, Parian meant the turning point for the commercialization and
marketing of sculpture in Britain. Successfully introduced almost simultaneously in the 1840s by
Copeland under the term statuary porcelain and by Minton which accorded the generally accepted
name Parian, the new paste proved itself perfectly applicable to the production of statuary. The
unglazed body was of particular hardness, and colour as well as texture and in its emulation of
marble it was incomparable to any ceramic composition before. Wedgwood & Sons also joined
the production of Parian calling it Carrara, referring alike to the precious material. Other
important manufacturers dedicated themselves to the production of Parian and every firm seemed
to have its own recipe of the body. Prominent amongst these firms were the Royal Worcester
Porcelain Works, Robinson & Leadbeater at Hanley, successors of Giovanni Meli (active from
1858-1862) in 1865, Brown-Westhead, Moore & Co. (active 1862-1904), John Rose & Co. (later
Coalport China), T. & R. Boote at Burslem, Robert Cooke of Hanley (active 1862—1879) or
William Henry Goss Ltd. (active 1858-1929)."" The wave of Parian was impelled by the support
of Summerly's Art Manufactures founded by the omnipotent and zealous Henry Cole as well as
the Art Union movement born in the 1830s. (Fig.4/5) Last but not least, a shift in patronage and
capital had taken place, as now a class of bourgeois citizens desired sculptural decoration and
objects of contemplation for their home. Several firms like those named above, Summerly's Art
Manufactures and the Art Unions could satisfy this desire, and the two latter additionally awarded
commissions for sculptural works - scaled down or directly conceived in small dimension for
reproduction - as well as artistically designed and decorated items with the clear aim to make art a
democratically accessible part of public and private life. The very ground and starting point of
this project was the promotion of an alliance between art and manufacture which was to result in
the stable ‘anchorage’ of a commercially aligned production and distribution of sculpture, as a
tight network of advertisement and retail, national as well as international, was installed, in turn
enhanced by the International Exhibitions. Even if severely criticized regarding their business
structure and regarded with some suspicion in terms of their accelerated production and

distribution of art works, seemingly without distinguished choice, but just in the interest to
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“collect” and keep subscribers, the Art Unions, spread all over Britain (with the exception of
Wales).'” The Art Union of London" and the Crystal Palace Art Union held the most prominent
positions and were particularly pivotal in boosting the public interest in sculpture. Slightly before
Parian emerged, the Art Union of London was-already occupied with issuing statuettes in bronze
by 1842.'* And at this point we have come full circle around the prevalent subject of published,
marketed sculpture on British soil, not only in ceramics, but in metal, especially bronze. And the
following words by Canova, slightly modified by Spielmann, seem to resound: ‘Clay is the Life;

Plaster the Death; Marble and Bronze the Resurrection.’"’

But a crucial prerequisite for the edition of small statuary is a ‘platform of production, marketing
and distribution’, i.e. first and foremost - regarding in particular the serial reproduction of small
bronzes - foundries specializing in cire perdue, the casting process whose development had until
then been rather neglected in England, but which, in comparison, had been brought to a high
standard of perfection in France since the 16th century. Indeed a history of the French art
foundry, utilising the knowledge and continuing in the heritage of antiquity, can be traced back to
the production of sculptures at Fontainebleau. An indication of the admiration towards imported
French bronzes in Britain at a time when the serial production of sculptural works in this country
was struggling to keep up developments across the channel, is given in this extract from the

Building News in 1875:

A love for small bronze statuettes has been imported in our midst. The facility of
intercourse between Paris and London has also greatly helped to familiarise the
works sold by Barbedienne, Lerolle and others to the more refined among the
wealthy classes of this country; for long it was a grievance that these exquisite
reproductions of life in durable but expressive bronze could not be attempted in
London. English ironfounders were able to cast large bronze statues; but the minute
workmanship and delicate detail of the statuette for mantelpiece, studio, hall, and
drawing-room, was altogether beyond the power of our workmen ... The practical
English metal-worker could scarcely understand the genius that gave great value to
a little bronze object which a child might carry under its arm.'®

In the second half of the 19th century, several foundries were established which often preferred to
employ French craftsmen in order to implement the project of ‘English-born’ editions of small
statuary. They sought to establish a form of ‘free enterprise’ industrial production and marketing
of sculpture of a kind that had long been established in France. This can be seen with the
involvement of firms such as Arthur Leslie Collie, Bellman & Ivey's, Thomas Agnew & Sons or

Graham & Jackson (Fig. 6) In fact, the influence of French sculpture in Britain (see discussion in
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the first part of this study in Interpreting Ceramics, issue 14), was not only throughout teaching
alone, but by the sheer presence, distribution and exhibition of the works via institutions such as
the Royal Academy or Grosvenor Gallery; true ‘instances of consecration’, to use a term
employed by Pierre Bourdieu.'” French imagery, aesthetic language, its poetry of subject and
form, as also the tangible realization, the material execution, the art of founding, experiments
with polychromy and the junction of different metals in one work, were more than an incentive to
young British sculptors who not infrequently sought to expand their artistic horizons and
accomplishment by travels to France. Amongst these were Percival Ball (1845-1900), Harry
Bates (1850-1899), Goscombe John (1860-1952), Holme Cardwell (born ca. 1815, active 1836-
1862)"®, George Frampton (1860-1928) and Alfred Gilbert.

Searching for and developing a modified artistic language, poetically refined and spiritually dis-
tinguished, related to value, significance and expression of form and surface on one hand, the
British sculpture scene, having inevitably to recognize on the other hand the French superiority
regarding founding techniques and the special French spirit of commerce by the edition and partly
international trade of sculpture, evolved a proper commercial ambition joined by the desire to
keep up with workmanlike refinement and mastership in founding so as to implement ways of
publishing and marketing sculpture on British soil. And some sculptors had long since noted,
regrettably, the lack of both a platform for the serial production and the largescale distribution of
sculptural works, notably Onslow Ford (1852-1901) who stated in 1888.

There are two firms of bronzefounders in Paris at the present time who alone
employ 500 hands. This is saying nothing of smaller similar establishments. What
the case is in other towns in France I do not know, but I am sure that there are not
more than a hundred hands employed in the whole of England in the production of
bronze statuary, so that, in point of fact, there is a large industry in France which is
almost unknown here."

In his presidential address before the National Association for the Advancement of Arts and its
Application to Industry he made himself quite clear in these terms. The following quote is thus
crucial as it combines essential thoughts of popularizing and marketing sculpture seen in close
relation to the situation of the sculptor at that time looking for financing himself independently
from commissions; a first hand self-reflective insight by an artist of the artist’s position and
capabilities — not least as entrepreneur. Even more intriguing, Ford emphasizes a peculiar
development, the shift to the private and intimate art consumption as appropriate and

comprehensible in terms of conditions and requirements of modern private life.
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...then there is independent sculpture — that is, groups, statues, and statuettes, which are
made to be placed anywhere, although unfortunately often placed nowhere — at least,
nowhere in particular, except in some exhibition for a few months, only to make their
doleful return journey back again to the artist’s studio. On this branch of the art [ wish to
make a few special remarks, because it is in connection with it that [ would draw
particular attention to a subject which I think is of great importance to artists and the art-
loving public — namely, the formation of a publishing company ... as most people do not
live in houses of their own, and are therefore frequently on the move, they naturally
want to have their art possessions in a movable condition ... if sculpture is to be
popularised, it must be produced at popular prices. And this can only be done by means
of enterprising dealers or publishing companies. It is quite impossible for an artist to be
his own publisher. Few could afford the expense, and, besides, an artist has no means of
putting a sufficient number of his works before the public to make the experiment answe
r... There is a very great demand for cheap bronzes ...You can have bronze reductions
of the best and modest popular works of the day on terms just as reasonable as you can
obtain engravings or etchings, but you cannot procure the former direct from the sculptor
any more than you can procure the latter direct from the painter. Some years ago, the
representative of a firm came to me and offered to sell reproductions of some of my
works in little, but as he was not prepared to take any risk or bear any expense, | was
compelled to decline his obliging offer. The captivating proposal amounted to this — on
his side nothing to lose and everything to gain, on mine the entire risk, and expense of
reproduction.”’

The premise for an industry comparable to that in France was based, however, to a significant
part on the possibility of a professionally established win-win cooperation between artists and
publishers as well as subsequently in an enhanced infrastructure of production and marketing. It
is not the case that there were no foundries and dealers in Britain, but to expose an important
aspect, the tradition of cire perdue-casting, brought to a masterful degree in France since
centuries, had been underregarded and underdeveloped. Plaster figure makers and craftsmen
employed for bronze casting came mostly from Italy and almost dominated this branch of
production since the first half of the century. While in France the edition of small sculpture —
comprising ceramics, bronze, plaster and other sorts of material — had achieved the status of an
industrial branch in its own right with a vast expansion and economic stability, representing a
stimulus for the art market comprising a machinery of marketing via advertisement, sales
catalogues and sales points, the British art production struggled to keep up. From around the
beginning of the second half of the 19th century, several foundries were established, namely Cox
& Sons (Thames Ditton Foundry, fd. 1874), John Webb Singer (fd. 1852), Henry Young & Co.
(fd. 1871), Moore, Fressange & Moore (active from 1848 until 1852), Rovini & Parlanti (fd.
1894) as well as Elkington, known for the electroplating process, but embarking on bronze
founding, too, in the 1850's, or the firm of John Ayres Hatfield (1815—1881, bronzist from

1844, bronze manufacturer from 1851) or that of Enrico Cantoni (fd. 1889), and several of them
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often preferably relied on French craftsmen, just like British foundries in existence before.*" (fig.
7/8) Next to brass and iron casting, commonly in practice, lost wax casting had been successively
brought back into existence by the efforts of Alfred Gilbert, experimenting along with Stirling
Lee (1857-1916) with whom he set up a foundry in 1885,%* and Onslow Ford, as well as the

know-how of the Italian-born caster Alessandro Parlanti and Thames Ditton Foundry.

Among those sculptors interested in editions of their works on a small scale like Hamo
Thornycroft (The Mower, 1884; Teucer, 1882), Alfred Gilbert (Kiss of Victory, 1882; Perseus
Arming, 1882), Frederick William Pomeroy (Perseus, 1898) or the Australian-born Edgar
Bertram Mackennal (Circe, 1893), the two former established themselves as their own publishers
— in the footsteps of French artist-founders like Antoine-Louis Barye (1796-1875), Pierre-Jules
Mene and Baron Marocchetti or Sir Richard Westmacott and Sir Richard Chantrey (1781-1841),
the prominent British examples, both with foundries in Pimlico, while Westmacott is said to have
been 'the first caster of bronze in the Kingdom'. > And Hamo Thornycroft, some generations after
the latter, one of those who recognized and made use of the benefit of popularizing sculpture, was
exemplararily praised in the Vanity Fair issue of February 20 in 1892 with the words 'he is the
modeller of so many small bronzes that he is like to revive the Bronze Age; for his bronze
statuary is becoming quite the thing'.The sculptor himself had already declared very frankly and
insistently the need and important role of small sculpture in a lecture before the students of the

Royal Academy in 1885:

In small pieces of sculpture there is a great pleasure in being able to take the work into
one’s hand and examine it at will; this of course necessitates a durable material and a
fairly smooth surface. Small bronzes have a great advantage in this respect and happily
the more a bronze is handled the more pleasant is it to look at, unless it is an antique,
and has a corroded surface, that is that the bronze is changed into an oxide of copper
and so is beautiful in its delicacy of colour. This lovely green is of course the beauty of
decay. How far it is advisable to reproduce this effect in modern bronze is a question;
to do so, is perhaps, rather like a painter attempting to make old masters.**

The surface of bronze should be beautiful, but it should be made so by its form, and not
by its colour. I can imagine our modern houses containing with advantage a far greater

number of small sculptures than they do at present.”

But he comes even more acutely than ever to the point in a letter to his fiancée Agatha Cox on

November 13, 1883:

Real Bronze is so lovely a material that every room ought to have a bit in it. [ have an
idea that sculpture furnishes a room & pictures do not. It is the frames of pictures that
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furnish a room, for they are part of the room like a piece of sculpture or a relievo: but
the picture itself be it good or bad does not furnish. If it is a good picture it takes the
eye out of the room, it has its own atmosphere. Its value may perhaps make the room
appear more precious but I argue that the picture does not furnish, a pretty piece of
Japanese paper or a pretty colour a la Whistler does furnish quite as much, if put in a
frame. But a nice piece of statuary of the proper colour for the room (if the statuary is
good) does furnish, for the room is its atmosphere. Bravo sculpture!!

Analogous to the edition of sculpture in Parian, the interest in the reproduction of small bronzes
lay in the reduction of popular, successful sculptural works, for instance extracted from their
context within a sculptural program of public monuments - like those allegorical figures from the
Wellington Memorial by Alfred Stevens (1818-1875) - or they were directly conceived in small
dimension for reproduction.”® Moreover, artists provided designs and miniature sculpture for
decorative as well as arts-and-crafts objects, and this was not very different from the practice in
the French art industry, but followed equally the long tradition of British ceramic works in the
field of applied arts. To go further, on the plane of marketing, artists could entrust firms like that
of Arthur Leslie Collie (1834-1905) with organizing the works' production and executing their
marketing. Quite evident, the eager ambition towards the redirection of sculpture, especially on a
commercial scale, and thus also exploring possibilities of genre aesthetics via the medium of
small scale, experimenting with the choice of subjects, with form, style, effects of surface,
expression, challenging thus the beholder's perception and attitude towards sculpture, was
particularly conceived and lead by the artists of the New Sculpture. And the unanimously positive
assessment by critics like Edmund Gosse (1849-1928) *’ as well as Alfred Lys Baldry (1858-
1939) reinforced its consolidation, just as the 'First Exhibition of Statuettes by Sculptors of To-
Day, British and French' at the Fine Art Society in 1902, organized by Marion Harry Spielmann
who also wrote the show catalogue’s introduction, 'Sculpture for the Home', ** made its very own

contribution of public relation.

In 1895 already, Gosse was keen in promoting the new' place of sculpture in daily life:

I wish I could convert all my readers to an acknowledgement of the beauty of bronze. ... in a
work executed in bronze, we get very much nearer to the actual touch of the artist than in any
other substance ... By far the most adequate way ... in which sculpture can be used in the house,
is by the introduction of statuettes ... Such bronzes d’art are highly appreciated in France, where
they form a recognised branch of domestic ornamentation, and are, I understand, the chief source
of income to many leading French sculptors. It is strange that they have hitherto achieved so little
success with us. Mr. Collie, of 39B, Old Bond Street, who publishes charming specimens by such
eminent sculptors as Leighton, Thornycroft, Onslow Ford and Frampton, deserves high
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commendation for the zeal with which he has sought to encourage this department of the art. %
(Fig.9)

And it was Spielmann, next to Gosse, who would additionally point out the contextual influence
emanating from French sculpture in his unequalled account British Sculpture and Sculptors of To-

Day from 1901:

Buoyantly as ever, Sir John [Sir John Millais] foresaw that the regeneration of the
art might some day place us on a level with the French and the Belgians ...To
Carpeaux, no doubt, the inspiration of the new trend was originally due ... But it
was to Monsieur Dalou that we chiefly owe the great renascence in England ...
Although it is true that a nation can no more afford to borrow its art from abroad
than its literature, the modern growth of British sculpture, where it is not coloured
direct from the Italian Renaissance, is certainly influenced from France. Mr.
Thornycroft and Mr. Brock themselves, classic though they are in their main
sympathy - classic romantics, if such a term be permissible - have not entirely
withstood the wave.”

Conclusion

Competing with bronze productions from abroad on the same commercial scale and quality level,
Collie's exemplary enterprise didn't survive for long. After an activity as a 'publisher of sculpture'
of merely nine years (1888-1897), however in tight relation with the retailers Thomas Agnew &
Sons at Old Bond Street and the foundry J.W. Singer & Co. of Frome, the business was given
up.’' In fact, the British attempts to establish a competitive industry of bronze casting and
publishing was brought forth when the boom of serially reproduced sculpture was already fading
in France and the enthusiasm for Parian, too, diminished from about the 1870s onwards.
Although weakened, the French production remained overshadowing to the efforts in England. To
summarize: as French aesthetics had left their unerasable traces within British sculpture, the
intensity of the very Franco-specific commercial spirit wasn't to come to the truly full blossom in
England, to be taken over in its whole manifestation. Nevertheless, whilst trying to emulate the
French example, the realization and implementation of a 'naturalized' commercialization of
sculpture took its proper shape, sustained a form of its very own kind, tradition and history in
Britain. It looks upon and owes its impulse to its very own track of evolution - admittendly again
not completely free from any French interference, as it could be seen, but with a particular British
mentality and character - i.e. by departing from the industrialization of an intitially purely
artisanal métier: pottery. The preparation of the 'bronze age' has thus its roots by essential parts in
the 'mechanization’ of the hand's execution, the industrialization and commercialization of the

work in clay; and to 'abuse' again, for the purpose of the last words, Canova's declaration,
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morphed and extended by Spielmann, which might be permissible for the emphasis of what has

been expounded, we conclude: Clay is the Life, Bronze the Resurrection.

ONE'S-SELF I sing, a simple separate person,

Yet utter the word Democratic, the word En-Masse.

Of physiology from top to toe I sing,
Not physiognomy alone nor brain alone is worthy for the Muse, 1
say the Form complete is worthier far,

The Female equally with the Male I sing.

Of Life immense in passion, pulse, and power,
Cheerful, for freest action form'd under the laws divine,

The Modern Man I sing.
%‘%ﬂ‘:ﬁk

APPENDIX I: Charles Blanc, 'Le Procés Barbedienne', in Gazette des Beaux-Arts, tome 12°, Paris,
1862, pp.384-389.

La chambre des appels de police correctionnelle, présidée par M. Anspach, vient de juger un
proces qui intéresse au plus haut point les arts et le public. Tout le monde connait les belles
réductions exécutées d’apres 1’antique, selon les procédés Collas et Sauvage, par MM.
Barbedienne et Defossé, et qui ont tant contribué depuis vingt-cing ans a éclairer les artistes, a
réformer le gotit des amateurs. Apres avoir établi ces réductions a grands frais, avec des peines
infinies, avec des soins qui demandent une connaissance approfondie et un sentiment délicat des
lois de la sculpture, M. Barbedienne a vu ses produits, surmoulés, se vendre a vil prix dans les
boutiques de ces praticiens italiens qui font profession d’estamper et de contrefaire tous les genres
de moulages. A sa requéte, ces contrefagons ont été saisies et ont donné lieu au procés dont nous
parlons. La Cour, «considérant que les reproductions qui font I’objet de la plainte en contrefagon
de Barbedienne et Defossé sont les copies d’ceuvres de sculpture appartenant au domaine public;
qu’elles sont produites, non par le travail personnel de I’artiste dont ’esprit s’inspire de 1’ceuvre

originale, mais par le travail mécanique des appareils brevetés Sauvage et Collas, tombés eux-
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mémes dans le domaine public...» a confirmé la sentence des premiers juges, qui avait ordonné la

mainlevée des saisies pratiquées et déclaré les plaignants non recevables.

... Il 'y a vingt-cinq ans, les chefs d’ceuvres de la sculpture antique n’étaient visibles, en France,
nulle autre part qu’au Louvre; quelques morceaux avaient été moulés, il est vrai, mais des statues,
souvent plus grandes que nature, ne trouvaient pas facilement place dans les ateliers des
sculpteurs ou des peintres, a plus forte raison dans les étroites demeures auxquelles nous sommes
tous condamnés au milieu des grands centres de la civilisation. Ce fut un beau jour que celui ou
des mécaniciens de génie, Frédéric Sauvage et Achille Collas, déja inventeurs du physionotype et
de la gravure numismatique, découvrirent le procédé merveilleux par lequel la Vénus de Milo,
ramenée aux deux cinquiémes du marbre original, apparut tout a coup aux yeux étonnés des
artistes, comme s’ils I’apercevaient dans 1’éloignement avec la lorgnette retournée du souvenir.
Mais que dis-je! au lieu de s’éloigner en se rapetissant, le chef-d’ceuvre, cette fois, se rapetissait
pour se rapprocher. Il leur était permis de le posséder chez eux, assez grand encore pour
conserver la majesté de son style, assez réduit pour étre dans leurs mains, pour qu’ils pussent
toucher du doigt les finesses et la fierté du ciseau, la dignité et la grace des accents qui expriment
la vie, cette vie idéale que respirent en des couches supérieures les dieux de I’Olympe, les dieux
antiques. Ce fut une révélation et une révolution. Désormais, I’antiquité put se faire voir, se
laisser comprendre. La Diane Chasseresse, le Faune, I’ Achille, I’ Apollon, le Thésée et I’lissus, la
Céres et la Proserpine du Parthénon, et cette frise mémorable, et tous les marbres de Phidias,
devinrent familiers sans cesser d’étre sublimes. On les vit sortir du sanctuaire ou tant de millions
d’hommes n’avaient pu les voir, pour se répandre dans les provinces, passer les monts et les mers
et aller convertir ou préparer a la religion du beau les nations les plus indifférentes, les plus
¢loignées de la lumiére. Bientot, a force de regarder aux étalages de Barbedienne, les Parisiens
s’initiérent peu a peu a ’intelligence des grandes et belles choses. Auparavant ils achetaient ces
bronzes camelotés, sans caractére et sans nom, qui ont si longtemps infesté notre industrie et qui
sont le contre-pied de I’art, I’inverse du beau, le rebours du style; maintenant, ils préféraient, a
prix égal, des mode¢les consacrés par deux mille ans de gloire, et ils étaient tout surpris de les
admirer. C’était 1a un événement prodigieux; jamais rien d’aussi considérable n’avait été fait pour
1I’éducation de la jeunesse et pour la moraliser; car il ne faut pas douter un instant que la présence
de tant de chastes divinités n’¢éléve I’ame et ne la purifie. Eh bien! ces magnifiques résultats sont
aujourd’hui compromis, et nous sommes menacés de perdre les fruits de I’invention qui fait peut-

étre le plus d’honneur au génie moderne.
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... Le travail du réducteur est-il un travail purement mécanique et peut-il étre assimilé en quelque
maniére a une ceuvre d’art? En d’autres termes, M. Barbedienne a-t-il créé un objet nouveau en

produisant une réduction de 1’antique?

... Maintenant, comment s’opére le travail préparatoire? par une machine. Mais une machine
n’est jamais parfaite: a tout moment elle peut se déranger, se précipiter ou se ralentir; il faut donc
constamment la surveiller; il faut la conduire, la rectifier, surtout si elle est grande, car plus les
machines sont grandes, plus elles ont chance de varier et plus grandes sont les erreurs qu’elle
commettent. Il y a donc 1a une incessante intervention de 1’esprit, une continuelle coopération du
sentiment; mais ce n’est rien encore. Pour mener a bien une besogne aussi compliquée, aussi
délicate, le réducteur est obligé de diviser le plus possible le modéle qu’il veut réduire, a peu pres
comme le mouleur est tenu de fragmenter son moule. Quand toutes les parties sont achevées
séparément, il reste a les rassembler, a rajuster avec précision tous les morceaux, a réparer les
imperfections inévitables du travail mécanique. I1 y a plus: il peut arriver souvent et il arrive que
deux morceaux contigus ne viennent plus s’adapter exactement 1’un a 1’autre; et cela parce que
deux erreurs se sont produites dans les deux picces, en sens contraire, la premicre étant plus
étroite justement 1a ou la seconde est plus large. Il faudra corriger cette double différence, si tant
qu’il ne faille pas recommencer toute I’opération. Or, je le demande, n’est-ce pas la le travail d’un
artiste? ... la réduction d’une statue ne saurait étre le pur résultat d’'une machine en mouvement: il
y faut I’intelligence de ’homme, le concours de sa main et de ses connaissances, I’appoint de son

sentiment.

... On le voit, les réductions que M. Barbedienne a répandues dans le monde des arts sont d’une

maniére de création. C’est une seconde vie donnée au chef-d’ceuvre.

... Et pourtant que va-t-il résulter de 1’arrét que vient de rendre la cour d’appel? Les surmouleurs
étant renvoyés de la plainte, ni M. Barbedienne ni personne aprés lui ne voudra entreprendre a
I’avenir une réduction nouvelle. Tout réducteur se dira: Pourquoi tenterais-je de fabriquer un
mode¢le encore inédit d’aprés Donatello ou Ghiberti, d’aprés Lepautre ou Coustou? Quand j’aurai
dépensé trente ou quarante millefrancs pour établir des creux, un passant entrera chez moi,
m’achétera cent francs une épreuve, en fera un surmoulage et vendra a vil prix ce qui m’a cotité
tant de peines, tant de soins et tant d’avances! Autant vaut briser mes machines. — C’est le
raisonnement bien naturel que feront désormais les réducteurs, et voila une invention admirable

réduite a néant, un instrument merveilleux de civilisation bris¢ a jamais.
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... Sans étre une ceuvre de génie, la réduction de Collas est & sa maniere une ceuvre d’art par les
difficultés qu’elle présente, par I’invention qu’elle exige d’un artiste habile, et surtout par
I’influence qu’elle peut avoir sur la civilisation future. Elle est une ceuvre d’art comme une
traduction de Virgile est une ceuvre littéraire. A tant de titres, elle doit étre considérée comme une
novation et elle doit étre protégée, non pas seulement dans I’intérét de M. Barbedienne ou de tout

autre, mais dans I’intérét de tout le monde.

English version

The Chamber of Appeal of the police correctionnelle, under the presidency of Mr. Anspach,
recently pronounced judgement in a trial which extremely concerns the arts and the public.
Everybody knows the beautiful reductions after ancient works by Barbedienne and Defossé
executed with the help of the procedures of Collas and Sauvage which, since 25 years, have
contributed to illuminate the artists and to reform the amateurs. After having produced these
reductions with high expenses, with infinite efforts, with a care requiring a profound knowledge
and a fine sensibility for the laws of sculpture, Mr. Barbedienne saw how his products were sold
as surmoulages at a ridiculously low price in the shops of Italian artisans whose profession it is to
press and forge all kinds of moulds. Upon his request, these fakes have been confiscated and were

the cause for the trial in question.

The court, “considering that the reproductions, subject of the accusation of fake posed by
Barbedienne and Defossé, are copies of sculptural works belonging to the public domain; that
these have not been produced throughout the personal work of the artist whose spirit is inspired
by the original work, but through the mechanic work of the patented apparatus of Collas and
Sauvage which themselves have fallen into the public domain...”, confirmed the decision of the

supreme judges which had cancelled the executed confiscations and had rejected the plaintiffs.

...25 years ago, the masterpieces of ancient sculpture weren't on display anywhere else than at the
Louvre; some pieces had been moulded, that's true, but statues, often bigger than life-size, didn't
find simply their place in the studios of the sculptors or painters, not least because of the narrow
homes to which all of us are condemned in the huge centres of civilization. It was on a beautiful
day like this that mechanics of genius, Frédéric Sauvage and Achille Collas, already inventors of

the pysionotype and numismatic engraving, discovered the marvellous procedure by which means
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the Venus of Milo, reduced down to 2/5 of the original in marble, appeared suddenly before the
surprised eyes of the artists, as if they would see it through opera glasses from the distance,
returned from memory. But what am I saying! instead of getting remote via its reduction, this
time the masterpiece scaled down to come nearer. It was them allowed to possess it, still big
enough to keep the majesty of its style, reduced enough to lie in their hands so that they could
touch with their fingers the delicacies and the pride of the chisel, the dignity and grace of the
accents expressing life, this ideal life respired in the upper spheres by the gods of the Olympus,
the gods of antiquity. It was a revelation and a revolution. From now on, antiquity could become
visible, making itself understood. The huntress Diana, the Faun, Achilles, Apollo, Theseus and
Ulysses, Ceres and Proserpine of the Parthenon and this memorable frieze and all the marble
works by Phidias became familiar without ceasing to be sublime. One saw them leaving from
their sanctuary where millions of people hadn't been able to see them, to spread in the provinces,
to cross the mountains and seas and convert or prepare the nations the most indifferent and most
remote from illumination for the religion of the beautiful. Soon, throughout the contemplation of
the displayed products of Barbedienne, the Parisians made themselves familiar with the
comprehension of the grand and beautiful things. Before, they had purchased these rubbish
bronzes without character and without name which have haunted our industry for so long and
which are the contrary of art, the contrary of the beautiful, the contrary of style; now they
preferred models at the same price which had been blessed by 2000 years of glory, and they were
surprised to admire them. This was a wonderful event; there had never been done anything
similarly remarkable for the instruction of the youth and for their moral education; because you
mustn't doubt any moment that the presence of so many chaste divinities raise sand purifies the
soul. Well! These magnificent results are in danger, and we are menaced by loosing the fruits of

the invention which does the greatest credit to the modern genius.

... Is the work of a réducteur a purely mechanic work, and may it be in any way assimilated to a
work of art? In other words, did Mr. Barbedienne create a new object by producing the reduction

of an ancient work?

... Now, how does the preparatory work proceed? by a machine. But a machine is never perfect:
in every moment disturbances can occur, it can accelerate or slow down; one has to supervise it
all the time then; one has to lead, correct, especially when they are big, because the bigger the
machines are, the more they can deviate and the bigger are the mistakes they commit. There is

then the incessant intervention of the mind, a continuous cooperation of the sentiment; but this is
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nothing at all. To ensure that a such complicated and delicate work is brought to a good end, the
réducteur has to divide the model he wants to reduce into single parts as far as possible, just like
the moulder is meant to divide the mould. When all parts are separately finished, they have to be
reassembled again, all parts have to be brought into line with precision, the inevitable mistakes of
the mechanic work have to be corrected. Furthermore: it may occur, and it occurs, that two
matching pieces don't match precisely any more; and that because two mistakes occurred in the
two pieces, in the contrary sense, because the first is too small where the second is too big. One
will have to correct this double difference, but in the way that the work mustn't be started anew.
Now I am asking, isn't that the work of an artist? [...] the reduction of a statue cannot be the
result of a machine in mouvement alone: it needs man's intelligence, the cooperation of his hand

and of his knowledge, the support of his sentiment.

... You see, the reductions Mr. Barbedienne has distributed in the world of the arts are a kind of

creation. It's a second life which has been given to the masterpiece.

... However, what will follow after the judgement pronounced by the Court of Appeal? After the
surmouleurs had been acquitted, neither Mr. Barbedienne nor anyone after him would want to
undertake any new reduction. Every réducteur would say to himself: Why should I try to produce
a model after Donatello or Ghiberti, after Lepautre or Coustou yet unpublished? After having
spent 30 or 40 thousand francs to make the moulds, a passer-by will enter at my place, purchase a
copy, make a surmoulage of it and sell at a ridiculous price what had cost me so much effort, so
much care and such high expenses! [ might as well destroy my machines. - That's the natural
conclusion the réducteurs will draw from now on, and here an admirable invention is reduced to

nothingness, a wonderful instrument of civilization destroyed for good.

... Without being a work of genius, the reduction after Collas is an art work of its own kind by
the difficulties it offers, by the invention it requires from the capable artist, and especially by the
influence it can have on future civilizations. It is an art work like the translation of Virgil is a
literary work. It must be considered as an innovation in so many ways and it must be protected,

not only in the interest of Mr. Barbedienne or anybody else, but in the interest of all.

APPENDIX II: Gustave Planche, 'L'art et I'industrie', in: Revue des deux mondes, t. X (sec. pér.),
Paris 1857, pp.185-210.
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Sur le sujet méme du livre, sur ['union des arts et de 1’industrie je ne partage pas ’avis de M. de
Laborde, et plus d’une fois déja j’ai dit ce que j’en pense. L’auteur croit que 1’industrie peut étre
pour I’art un puissant auxiliaire; il souhaite que I’art soit vulgarisé par I’industrie, il espére que

son veeu s’accomplira dans un avenir prochain.

... ce qu’il espere, c’est une alliance dont il n’a pas mesuré les dangers. Je comprends tout
autrement 1’union de I’art et de I’industrie. Que 1’art guide et gouverne I’industrie, qu’il
intervienne dans I’orfévrerie, dans 1’ébénisterie, a la bonne heure; que les sculpteurs fournissent
aux industriels des modéles d’un style élevé, que ces modéles soient reproduits fidélement par des
ouvriers habiles et dociles, rien de mieux. Ce n’est pas ainsi, il est vrai, que M. de Laborde entend
I’union de I’art et de I’industrie. Il veut que ’industrie vulgarise les ceuvres de 1’art, toutes sans

distinction, pourvu qu’elles soient belles.

... Il [De Laborde] aime I’art d’un amour sincére, mais il se méprend sur la nature des moyens
qui peuvent propager le sentiment du beau et améliorer la condition de ceux qui se donnent pour
mission de I’exprimer. Il est a souhaiter sans doute que 1’argent fondu, ciselé ou repoussé offre au
public des formes élégantes, et pour atteindre ce but, il faut recourir a des artistes habiles, a des
artistes qui aient étudié les ceuvres de 1’antiquité, de la renaissance. Ce sera pour 1’industrie un
avantage évident; ...

S’agit- il de réformer le gotit public? Ce n’est pas en multipliant par des procédés économiques
les plus belles ceuvres de la sculpture qu’on accomplira ce dessein, assurément trés louable. ...

Je ne veux pas proscrire d’une maniére absolue I’union des arts et de I’industrie: le bon sens,
I’évidence, seraient contre moi; mais je crois vaines et chimériques les espérances de ’auteur.
L’avenir que réve M. de Laborde ne me séduit pas, je I’avoue franchement: ce qu’il souhaite ne
s’accomplira pas; mais si, par malheur, ses veeux venaient a s’exaucer, les arts du dessin seraient

placés dans une déplorable condition.

... La peinture et la sculpture, vulgarisées comme 1’écriture et I’orthographe, comme des notions

de premicre nécessité, ne sont pas pour moi 1’age d’or.

... on ignore ou I’on feint d’ignorer que le luxe a bon marché est une source de corruption pour le

golit comme pour les meeurs.

English version
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Regarding the proper subject of the book, the union between the arts and industry, [ don't share
Mr. De Laborde's opinion, and more than once I declared what I think about it. The author thinks
that industry can be a powerful means for the arts; he wishes that art will be distributed by
industry, he hopes that his wishes will be fulfilled in the near future.

... what he hopes for is an alliance whose dangers he hasn't realized. I understand the union of art
and industry in a totally different way. That art may, and rightly so, lead and govern industry, that
it may mediate in goldsmithing and artistic joinery; that the sculptors may provide the
industrialists with models, that these models may be reproduced with fidelity by qualified and
obedient workers, nothing would be better. It is not like this, that is true, how Mr. De Laborde
understands the union of art and industry. He wants that industry vulgarizes the art works, all

without exception, presupposed they are beautiful.

... He [De Laborde] loves art with a sincere love, but he is mistaken about the nature of the
means which can propagate the sensibility for the beautiful and improve the conditions of those
who charge themselves with the mission to express it. It is undisputedly desirable that the melted,
chiselled and embossed silver offers elegant forms to the public, and to reach this goal, one has to
make recourse to qualified artists, artists who have studied the works of antiquity, the

Renaissance. This will be an evident advantage for industry; ...

Is it about reforming public taste? It is not by multiplying the most beautiful works of sculpture

by economic procedures that this aim, certainly very commendable, will be accomplished. ...

I don't want to forbid the union of art and industry in an absolute way: good sense, certainty,

would be against me; but I believe the author's hopes to be vain and chimerical.
I have to admit frankly, the future Mr. De Laborde is dreaming of does not seduce me; what he
wishes won't be accomplished; but if, unfortunately, his wishes will be fulfilled, the arts will be

set in a pitiable condition.

... Painting and sculpture, generally distributed like writing and orthography, like elementary

knowledge of primal necessity, don't mean the Golden Age to me.
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... one does not know or pretends not to know that cheap luxury is a source of corruption for taste

and mores.
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