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Avant-propos
It was time for another American presentation of the work of Jean-Émile Laboureur
(1877–1943)—41 years after the pioneering Centenary Tribute that was organized by
Robert Allen in 1977 for the French Institute/Alliance Française in New York, the Chrysler
Museum in Norfolk, Virginia, and the Minneapolis Institute of Arts. The opportunity to
organize an exhibition presented itself through the collection of Laboureur’s prints that
Harris Schrank has assembled over many years. Once we learned that the artist and
printmaker Andrew Raftery has for a long time harbored a deep admiration for this
whimsical French graveur extraordinaire, and that he was furthermore willing to share his
thoughts on the artist in an essay that serves as the introduction to this catalogue, we felt
the opportunity for the exhibition and publication really became a necessity. In his essay,
Raftery manages to bring together all the many facets that characterize Laboureur’s art with
an elegance that aligns perfectly with the art itself.
One role Laboureur and Raftery have in common across a century is that of teacher.
Although Raftery’s commitment to his students as professor at the Rhode Island School
of Design is in all likelihood very different and more engaged than the “one quarter of
an hour” that André Dunoyer de Segonzac (1884–1974) remembered having spent as a
student with his teacher Labourer, both artists share a great clarity of expression and deep
knowledge of the field. When Segonzac describes Laboureur’s teachings, he could just as
easily have been describing Raftery’s introduction to this volume: “[He] had so
vivid a feeling, and so perfect a connoisseurship in everything touching the graphic arts, with
so clear a gift of expression that the technique of etching, which I thought a mysterious and
complicated problem, became, explained by him, a simple facile art. The exceptional clarity
of Laboureur’s spirit, his love of precision, are the foundation of his very great talent. To
these qualities he added an innate sense of measure and an acute gift of observation.” And
when Segonzac summarizes Laboureur’s achievement as a printmaker who had “relieved
the art of engraving of all the formulas, recipes and tricks adopted by numerous artists and
printers,” his words seem to equally anticipate the task and mission that Raftery, choosing
the emphatically old-fashioned medium of engraving as his primary means of artistic
expression, has set out for himself: to restore, as Segonzac put it, “true graphic writing, and
above all, the cut of the line, to its rightful place.”
It is our hope that this contemporary artist’s view on his fellow practitioner might help the
present-day viewer rediscover the “poise, refinement, and sophistication” that characterize
Laboureur’s work—artistic qualities that, as Raftery shows in his introduction, can be traced
back for many centuries.
Armin Kunz								

Harris Schrank
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On Jean-Émile Laboureur: Observations of an Engraver
Andrew Raftery
We require, in fact, poise, refinement and sophistication, and works of art that are polished,
rarefied and idealized away from the natural: hot-house plants, cultivated most carefully.
Mannerism should, by tradition, speak a silver-tongued language of articulate, if unnatural,
beauty, not one of incoherence, menace and despair; it is, in a phrase, the stylish style.
		

—John Shearman, Mannerism, London 1967, p. 19

In any discussion of the prints of Jean-Émile Laboureur, it is essential to address the issue
of style. A glance at the works in this exhibition, which covers every aspect of his career,
illuminates how important style was to this brilliant and cultivated artist. And yet, despite
the fact that every artist strives to achieve a recognizable personal style and that style is
one of the most significant things we impart through our teaching in art schools, it is rarely
addressed directly in contemporary criticism or art history—or even in our teaching for
that matter. The very word makes us uncomfortable with its implications of fashion and
superficiality. The case of Laboureur is made all the more difficult because the various
manners he adopted over his working life echo and even perfect styles developed by his
near contemporaries. We are still influenced by the belief in individual genius promoted
by Romanticism and the deterministic narrative of Modernism. We are thus conditioned
to view the originators of any given stylistic idiom as superior to those who built on
their achievements. Pejorative terms such as “derivative,” “belated,” “second generation,”
or “decorative” do not help us to get to the essence of what makes Laboureur’s prints
compelling and memorable.
It must be admitted that it is disconcerting to see Laboureur at the outset of his career
completely subsume himself in the high-contrast woodcut style developed in the 1890s by
Félix Vallotton (1865–1925). The earliest woodcut in the exhibition, La Rentrée au séminaire,
cut by the 20-year-old Laboureur in 1897, is a loose approximation of Vallotton’s style
even as it takes on one of that artist’s primary subjects: a crowd united by a purpose to
become a single organism. By the time Laboureur completed Le Régiment en marche in
1900, his technique, composition, and skillful suppression of halftones imitated the older
artist flawlessly. The critique of military authority that had strong political ramifications in
Vallotton’s work was personal in Laboureur’s case. Laboureur hated his brief period of
compulsory military service and satirized it in Le Régiment—an image of a vigorous march
to nowhere.
It is expected that a young artist would take as a starting point the manner of a successful
contemporary, but it is rare that the attempt is so convincing without being an actual copy.
In his woodcuts from the first decade of the twentieth century, Laboureur tested out the
styles of a range of artists—including Paul Gauguin, Henri Matisse, and William Nicholson—
and his intaglio prints explored several idioms of the etching revival. During his lengthy
travels in North America between 1904 and 1908, Laboureur’s etching style reflected
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American models; views of New York skyscrapers such as Le Petit Metropolitan Life Building
(1909) evoke Joseph Pennell (1857–1926), while genre scenes bring to mind the work of
John Sloan (1871–1951). Souper à New York (1907) is close to Sloan in its crowded view of
a public place and scratchy technique, but the acute social observation and wry humor in
this unforgettable document of the waning Gilded Age is entirely Laboureur’s. The woman
in the enormous hat stirring her lemonade with extended pinky can barely contain her
boredom/disgust with her dining companion, who savors his cigar in smug oblivion. The
haughty waiter weaving his way through the Tiffany lamps disdains his charges even as he
and his colleague keep them sated. This ability to suggest complex relations between people
through carefully delineated body language and facial expressions attests to Laboureur’s
prowess as a chronicler of the contemporary scene.
In the years after 1907, Laboureur gradually distilled a more individual style, culminating in
Lassitude, a color woodcut from 1912. For once, we are not reminded of any other artist.
This extremely odd image is often described as representing a woman under the influence
of opium. Whether or not this was the artist’s intended subject, the expression of the figure
is the result of powerful tension between the marks that imitate brushed ink lines on the
key (black) block and the blobs of printed color articulating details of the head and bizarre
tinted disks hovering over the eyes. The illusion of casually applied wet media is frozen in
the painstaking cutting of the wood and precise registration. The psychological intensity
of Lassitude suggests what Laboureur’s direction might have been if he had not made the
most significant artistic move of his life by staking a claim in the Cubist movement that
transformed French art during the years leading up to World War I.
Between 1913 and 1914, Laboureur created a group of ambitious, large etchings adapting
the protocols of Cubism to his characteristic subjects. These prints were public statements
of allegiance to the new style, exhibited at prominent exhibitions—Salon des Indépendants,
Salon d’Automne, Société des Amis de l’Eau-Forte, and Salon de la Société Nationale des
Beaux-Arts—alongside a group of artists including Jacques Villon, Marie Laurencin, and
Henri Le Fauconnier, who were also trying to relate the revolutionary concepts of Pablo
Picasso and Georges Braque to personal artistic concerns. Laboureur’s first attempt at
Cubism, Le Policeman, Londres, etched in 1913, takes tentative steps to incorporate the
new idiom into one of his typical urban scenes. The figures are constructed of angles and
curves, while significant blank paper remains to suggest space and light, allowing the eye
to flow freely around the composition. This print was followed in quick succession by Le
Jockey d’Epsom, Le Café du Commerce, Le Marché aux fleurs, and Bar en Pennsylvanie. Each
of these prints depicts a scene of contemporary life and explores a Cubist vocabulary of
angular drawing, tilted planes, flat patterning, and suggestive blank areas. These elements
demonstrate the surface characteristics of the new style, but Laboureur’s basic approach
to composition and spatial recession remained faithful to traditions established during the
Renaissance.
The gap between a mainstream art historical understanding of Cubism as a revolution in
the visual arts that eventually led to pure abstraction, and its alternative manifestation as a
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style that allowed artists such as Laboureur to engage established forms of genre, landscape,
portraiture, and still life in new ways, makes it difficult to appreciate the freshness and
innovation of his prints from before World War I. These prints are witty, and very stylish.
There are moments of acute social observation, especially in Le Marché aux fleurs (1914)—
note the withering look the hobble-skirted woman tosses to the man who dares to look
in her direction as the shop attendant pretends nothing is happening. Even more telling for
Laboureur’s future work is the elegant stylization of the gorgeous staked chrysanthemums
ranged around the florist’s shop. Flowers and foliage are concentrated to their essential
characteristics in a few curving strokes. Were these pithy anecdotes and exquisite
distillations of cultivated nature going to lead Cubism down the path to abstraction codified
by Clement Greenberg later in the century? Clearly not. Instead of worrying about whether
Laboureur fits into an established historical narrative, it is more constructive to consider
how, by adopting select elements from Cubism, Laboureur entered that most exclusive of
cohorts—as one of the greatest masters of the burin.
Unlike most of the engravers who preceded him, Laboureur did not have extensive training
in burin technique on copper. Although he must have learned about the different kinds
of burins in the 1890s while studying with the wood engraver Auguste Lepère (1849–
1918), there is no evidence of engraving in his intaglio prints from before the war. In fact,
Laboureur turned to engraving during World War I, when thanks to his English-language
skills, he served as an interpreter for the British Expeditionary Forces in France, later
working in a similar capacity with American troops. Time was limited, and he had no access
to the etching grounds, hotplates, and acids needed for his previous work, so the elemental
simplicity of burin and plate filled an urgent need to make art. The engravings of 1916,
nine of which were published in the series entitled Petites Images de la guerre sur le front
britannique, bristle with a sense of an artist discovering a new visual language as he worked.
L’Enfant blessé, one of Laboureur’s first efforts in engraving, is a bit tentative, but the fine
outlines and delicate hatchings have a wiry energy that is new to his work. Later prints from
the series, such as Une Marmite, are quite polished and show all the graphic possibilities that
would be incorporated into future engravings.
Burin engraving requires tremendous deliberation as each mark is incised into the plate by
displacing a burr of copper with the tool. Engravers develop systems for organizing marks
so every line can take its place in a coordinated pictorial statement. The main requirement
of such a system is that the engraver be able to depict any form, surface, or atmospheric
quality required by the work entirely through engraving. Laboureur devised a system of
breathtaking simplicity, flexibility, and sophistication. On his plates, contours can establish the
boundaries of any form and are often quite extravagant in their trajectory. Straight lines,
curves, loops, and squiggles define the structure for solid forms or indeterminate effects
of foliage and atmosphere. Contours have the freedom to go beyond the edge of an
overlapping form. This is especially true in figures where the outline of a neck can penetrate
the jaw or a leg partially enter into the hem of a skirt. Hatching is always done in groups of
perfectly straight lines. Tones are achieved through varied spacing of these lines and patches
of hatching overlaid at angles. It is always evident where the burin entered its point and
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created a blunt end by flicking out. All contour and hatching lines are very fine and crisp,
and the tool never seems to reenter a line for added emphasis, something that ensures
great freshness in the work. This combination of free contours and controlled shading
served Laboureur perfectly for the hundreds of engravings he made between 1916 and 1939.
Preparatory drawings and state proofs offer fascinating insights into Laboureur’s technique.
The study for Le Tir forain (1920–21) is on tracing paper and was used to transfer the image
to the plate. Laboureur drew what came to be the engraved contours with solid lines, while
the edges of the shaded areas were indicated with dashes, demonstrating his great care in
working out the image. The highly resolved graphite drawing for Asperges et radis (1928)
represents an earlier phase in planning. It was probably later traced for transfer to the
plate. State proofs indicate Laboureur’s unusual process for developing an engraving. The
first states follow typical procedure by concentrating on outlines. What makes Laboureur’s
method remarkable is that, unlike the vast majority of engravers, he did not engrave by
developing the image part to part, completing a form before moving on to the next object
or area. Instead, in each state after the first (usually two or three), he added hatching over
the entire surface to make an image that stands as a complete visual idea. In subsequent
states, new marks and patches of hatching were carefully placed to enrich the image while
avoiding supercharging individual areas. Laboureur’s overriding focus was on the complete
picture, and his ability to declare an engraving finished while it was still so open is a hallmark
of his distinctive style.
The combination of innovative engraving technique and a personal interpretation of
Cubism is the core of Laboureur’s idiom, but other sources added subtle inflections to his
work. We can detect the influence of Amedeo Modigliani (1884–1920) on Laboureur’s
figural style in the elongated proportions, linear rhythms, and empty eyes. Stylistically even
closer are the early etchings of his friend Marie Laurencin (1883–1956), subject of his
beautiful 1914 woodcut. She is shown working on her 1913 painting Le Bal élégant. In the
picture within a picture, Laboureur translated her painted image into the graphic style of his
own intaglio prints.
Historical sources were also important to Laboureur. While in Germany from 1899 to
1900, he studied in the print collections of Dresden and Berlin. When he began engraving
during World War I, the reminiscences of early Italian printmakers, especially Florentine
engravers from the late fifteenth and early sixteenth centuries such as Cristofano Robetta
and Francesco Rosselli, are evident. These artists combined vigorous closed contours with
linear hatching. Robetta used complicated layers of straight lines to build his very full images,
while the prints attributed to Rosselli have plentiful blank space and fewer layers of shading.
In their works, shading is always subordinate to outline. Laboureur’s enhancement of this
style proposed the possibility of open contours and greater independence of hatching in
relation to edges.
As important as technique and outside influences are to understanding Laboureur’s style,
his approach to subject matter is the defining characteristic of his work. The World War I
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engravings look away from the battlefield toward moments of leisure and interactions
with civilians. Laboureur eschewed the horrors and destruction that many artists who
witnessed combat and its aftermath found compelling. Instead, he selected scenes that
are positive—even those that touch on the actualities of war are relatively cheerful. The
wounded child is saved and the mother rather pretty. An explosion at the grocer’s does not
seem to do much damage. The British soldiers who traipse around these French towns in
their impeccable uniforms with carefully rendered sock tassels and pompoms on their caps
have the lithe elegance of the dancers depicted in the background of Laboureur’s woodcut
portrait of Laurencin. With their extreme elongation—some bodies have proportions that
fit fifteen heads over their entire length—they are the most elegant military figures to
appear in print since etchings made after Francesco Primaticcio’s decorations in the Palace
of Fontainebleau. Laboureur’s prints strongly recall French Mannerism of the sixteenth
century, this “stylish style” evoked in his figures, his compositions, and the metallic brilliance
of his engravings, which bring to mind the burin work of Pierre Milan and René Boivin.
Laboureur’s mannered and apparently blithe images of war reveal a great deal about him
and his point of view. He was well aware of his artistic capacities and knew that terror, high
emotion, and drama were beyond his range. He concentrated on genre scenes and carefully
calibrated his narrative tone. His view of British military personnel and later the Americans
is affectionate and respectful, without any hint of propaganda or sentimentality. There is
no satire implied in the attention to sartorial rectitude or polite balletic postures of these
characters. They represent a civilized bulwark countering a world of pain and chaos. The
soldiers perform their duties, flirt with French women, drink tea, and alleviate the boredom
of camp life in the hope that everything will return to normal.
Wartime images continued to appear in Laboureur’s work until the early 1920s, when
they were gradually replaced with scenes celebrating peacetime leisure such as Le Dîner à
l’auberge, completed by 1922. The mannered style that existed in such tension with a world
in discord was perfectly attuned to new scenes and situations where style itself, in the form
of Art Deco, was the ideal subject for Laboureur’s vision.
This symbiosis between Laboureur’s style and the contemporary scene reached its pinnacle
in the twelve engravings for Tableau des grands magasins of 1924, one of his many illustrated
books from this period. Here the spectacular decor and luxurious products of Paris’s
department stores were filtered through Laboureur’s linear systems to embody a cultural
moment, creating a historical record that is more evocative than any photograph. Once
again, his powers of social observation are in evidence. Laboureur captured the palpable
excitement of the shoppers, who are aware of each other but absorbed in their private
desires. The store is a public space for individual experience, monitored and controlled by
sales staff and security that are both obsequious and disdainful. The book, with text by Jean
Valmy-Baisse, is a superb object of exceptional typographic design, published in a limited
edition. As a product of art and craftsmanship it can compete with any luxury item of its
period.
9

Laboureur continued to celebrate the fashions and prosperity of the 1920s in engravings
such as Le Dîner chez le bistrot (1923) and Le Kiosque à journaux (1929), even as a new
interest in nature engaged his powers of observation in ways that would sustain him for
the rest of his career. Le Vieux poirier from 1925 is an ambitious transitional work combining
landscape and genre. It is late summer, and a young couple is under an old tree, taking
shelter from a light rain that has interrupted their tennis match. We know it is raining
because, in the left distance, a group of tourists reach out to feel for raindrops. The high
vantage point allows a vast view, and we can see ships in the harbor and just make out
a train in the far distance. The main character is the much-pruned pear tree. Trees and
foliage are among the most difficult objects to render in engraving. It is almost impossible
and certainly pointless to represent all the leaves, while excessive reliance on systematic
generalizations often fails to make a convincing representation. Laboureur respects the
character of this particular tree even as he subjects it to radical stylization. The trunk
and branches are defined by bold curved outlines. Leaf masses are loosely indicated by
small linked curves and a smattering of leaf shapes and circles to indicate fruit. Patches
of straight-line hatching build the form of the trunk and lay tones over the foliage. As the
image developed through several states, the foliage forms retained a convincing sense of
air and movement even though they consist of hard, deliberately engraved lines. Laboureur
had taken a similar approach to handling foliage in etching, notably in the pair of plates
entitled Paysage aux Buttes-Chaumont from 1920. These plates also express new ideas for
representing landscape, but the softening effect of etching somewhat masks Laboureur’s
inventiveness. Each time Laboureur engraved a landscape, he attempted new solutions for
the rendering of foliage and atmosphere. This was the artistic territory that allowed him the
greatest scope for invention and constitutes an important contribution to the medium.
Even as he continued with these stylized landscape engravings, he began to study nature
close up, first in the form of still life and later through careful examination of insects,
land animals, and sea creatures. A set of three books from 1930, with texts by Maurice
Maeterlinck, examines the world from the insect’s point of view. Entitled La Vie des abeilles,
La Vie des fourmis, and La Vie des termites, the volumes each contain up to twelve engravings
in which Laboureur moved from observing human society and its interaction with insects
to landscape with a broad view of the insect’s environment to close-up views of the insects
as they might see their own habitats or each other. Laboureur’s sympathies were with the
insects, as in another book about bugs, La Puce de Madame des Roches from 1935. Here,
a flea is the protagonist, sometimes seen as a dot of ink on a voluptuous thigh or breast,
most deliciously as a voyeur watching a woman undress for bed, and ultimately as an
entomological specimen pinned to a wall.
These studies culminated in two major prints, L’Entomologiste (1932–33) and Andromède
(1935). L’Entomologiste is a compendium of Laboureur’s landscapes, showing many
varieties of trees, grasses, and plants rendered with economy and originality. The insects,
arachnids, and snails inhabiting the scene are a culmination of Laboureur’s close looking at
the natural world. The human presence, insubstantial and lightly rendered, is too focused
on details to appreciate the symphony of nature that surrounds him. L’Entomologiste is
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a work of art that only can exist as an engraving. Its pictorial values, linear structure, and
spatial recession are entirely dependent on the varied marks characteristic of engraving.
By this point in his career, Laboureur’s command of the engraved mark allowed him to
make a coherent statement out of this extremely complex and detailed image. Andromède
is equally ambitious, but very different. It relates to La Puce in its witty combination of
mythology and creepy creatures. The burin work stands out among Laboureur’s engravings
as extraordinarily bold and calligraphic. The highly decorative composition would not be
amiss rendered in verre églomisé for the ocean liner SS Normandie. It is Laboureur’s Art
Deco masterpiece and reminds us of his involvement with contemporary design through
his illustrated books and woodblock-printed wallpapers.
It should be remembered that by the 1930s, when he made these prints, Laboureur was
a very famous artist. He received high honors in France and was widely collected and
greatly admired in Britain and the United States. But this was also the time of the Great
Depression. As a result, exhibitions became sparse and book commissions noticeably
slowed. He spent more time in his native Brittany and worked on a series of etchings that
celebrate the landscape, vernacular buildings, and people of this region. An early example,
Printemps breton (1926), uses all the resources of etching and aquatint to capture the
ephemeral atmospheric effects of puffy clouds on a suddenly clear sky. A more typical
example, Orage en Brière (1932), is one of many scenes of rain pounding thatched roofs. A
touch of humor is added through the presence of the Breton women who trudge through
the dampness protected by large umbrellas. In these prints, observation has become
triumphant, and style is suppressed. La Halte des bohémiens, an engraving left unfinished
when paralysis rendered Laboureur unable to work in 1939, shows all the hallmarks of the
artist as observer of nature and human relationships. Every stroke is recognizable as by the
great engraver, who retained his touch to the very end.
In 1967 John Shearman cautioned against applying the term “Mannerism” to art created
outside a particular set of cultural circumstances that occurred in Europe in the sixteenth
and early seventeenth centuries, stating, “If we were to reassemble our stylistic category
from mannered works we should find ourselves associating works from virtually every
period with nothing in common except one negative quality.” Fifty years later, the very idea
of Mannerism as a historical period has been challenged and much revised. Perhaps the
term may now be safely expanded to include a broader range of art, and the adjective
“mannered” rehabilitated. Every one of Shearman’s requirements for Mannerism—poise,
refinement, sophistication—exists in abundance in Laboureur’s work, so why should the
term not apply to him as a positive designation? When considering Laboureur’s lifetime
of work, we see a serious artist passionately dedicated to the pursuit of style at a very
high level. Looking through the range of manners and techniques of his art to its content
and, ultimately, to the point of view and character of Laboureur, we recognize a humane,
genial, and witty artist, intently curious about his world, respectful of his subjects, and always
generous to his viewers.

11

Becoming Laboureur

La Rentrée au séminaire 1897
woodcut on grey-green wove paper; 4 3/ 8 x 4 3/ 8 inches
signed and inscribed tiré à 15 ex in ink
L. 566, only state
Only three impressions are known; according to the artist’s inscription, an edition of
fifteen was printed.

14

La Régiment en marche 1900
woodcut on cream wove paper; 9 x 11 ¾ inches
signed and dated [19]00 in blue crayon
L. 606, only state
Some impressions were printed in 1900; impression nos. 1–4 were printed in 1901, nos. 5
and 6 in 1902, nos. 7 and 8 on Japan paper in 1904, and nos. 35–41 on Japan paper in 1910.

15

Le Petit Metropolitan Life Building 1909
etching on a cream laid arches paper; 6 5⁄ 8 x 4 inches
signed and dated 09 in pen and numbered 1/2 in pencil
L. 88, only state
Only two trial proofs were printed; there was no edition.

16

Cortlandt Street, New York 1908
etching on laid paper; 10 3⁄16 x 5 ½ inches
signed and inscribed Premier Etat 2 épreuves in pencil
L. 75, first state (of two)
Two trial proofs of the first state were printed in 1908; the second state was printed in
an edition of 30 (the first 20 in 1908, the remaining in 1910). Three impressions were
printed outside of the edition by Lacourière-Frélaut in 1989.
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Sortie de thèâtre à Londres 1911
etching and drypoint printed in dark brown ink on cream laid arches paper; 6 5⁄8 x 14 ¼
inches; with an additional remarque plate at lower left; 2 x 3 5⁄8 inches
signed in pencil
L. 104, third (final) state
Both the first and the second state were printed in an edition of five. The third state,
with the remarque, was published in an edition of 109 by La Société des Amis de l’EauForte, bearing their blind stamp Cercle Librairie Estampes.
provenance: unidentified
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collector’s mark verso (letters goe in oval)

Souper à New York 1907
zinc etching on cream laid ch whittman paper; 6 x 7 ½ inches
signed, titled, and dated 09 in pencil
L. 67, only state
Only sixteen impressions of the intended edition of 20 or 30 were pulled; the first
eleven were printed in 1907; three more and one artist’s proof were printed in 1910.
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Le Policeman, Londres 1913
etching on zinc on cream laid paper; 7 15⁄16 x 10 ¼ inches
signed in pencil
L. 119, only state
An edition of 25; the first nine were printed in 1913, impression nos. 10–14 in 1922,
and impression nos. 15–25 (along with one impression outside of the edition) in 1988
by Lacourière-Frélaut in 1989. This impression is an early proof apart from the edition.
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Le Jockey d’Epsom (second plate) 1913
engraving on cream wove paper; 8 ¼ x 8 13⁄16 inches
signed, titled, and numbered 17/30 in pencil
L. 125, only state
An edition of 30, plus three outside of the edition; the first seven were printed in 1913,
the remaining impressions thereafter.
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La Lecture interrompue or La Liseuse 1912
woodcut on cream wove paper; 9 ¾ x 6 7⁄8
signed, titled, and annotated ép. d’artiste du 3 état in pencil
L. 674, third (final) state
The first state was printed in an edition of four. The second state was printed in only
one impression. The third state was printed in one black impression and five colored
(green and brown). Another 24 impressions of the third state were printed in 1947.
22

Portrait: Marie Laurencin 1914
woodcut on cream wove paper; 9 7⁄8 x 8 5⁄8 inches
signed and numbered 20/45 in pencil
L. 707, second (final) state
Four impressions of the first state were printed in 1918. The second state was printed
in an edition of 45 in 1918.
provenance: Henri

M. Petiet (Lugt 5031)
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La Marchande de violettes 1914
etching on pale green laid ledger paper; 10 ¾ x 8 ¾ inches
signed and numbered 33/35 in pencil
L. 132, only state
An edition of 35, plus one trial proof.
24

Bar en Pennsylvanie 1914
etching on cream laid mbm paper; 8 ¼ x 8 5⁄8 inches
signed and numbered 21/35 in pencil
L. 134, only state
An edition of 35, plus four outside of the edition.
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Hotel Meuble 1922
engraving on cream wove paper; 5 5⁄16 x 3 ¾ inches
signed and numbered 35/35 in pencil
L. 235, second (final) state
The first state was printed in an edition of eight in 1922. The second state was printed
in an edition of 35; the first fourteen were printed in 1923, the remaining impressions
thereafter.
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Le Marché aux fleurs or La Rencontre 1914
engraving on cream wove paper; 11 1⁄8 x 13 5⁄8 inches
signed, titled, and numbered 2/35 in pencil
L. 127, second (final) state
Only one impression was printed of the first state. The second state was printed in an
edition of 35, plus two trial proofs; the first 20 were printed in 1914,
the remaining impressions in 1920.
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L’Enfant blessé 1916
engraving on a cream laid paper; 4 1⁄16 x 3 ¾ inches
signed and numbered 4/25 twice in pencil
L. 142, second (final) state
The first state was printed in an edition of five; the second was printed in an edition of 25,
plus two proof impressions.
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Une Marmite 1916
from the series Petites Images de la guerre sur le front britannique
engraving on thin cream laid paper; 6 ¾ x 5 3⁄8 inches
signed, titled, dated 1916 and épreuve de 1er etat in pencil
L. 149, first state (of four)
The first state was printed in a numbered edition of eight, plus some proof impressions.
There are eight impressions of the second state and eight proof impressions of the
third state. The fourth state was published in an edition of 135.
29

Cavaliers anglais en Picardie 1916
engraving on tan laid mbm paper; 8 ½ x 5 ¾ inches
signed, titled, and numbered 20/35 in pencil
L. 158, second (final) state
The first state was printed in an edition of eight in 1916; the second state was printed
in an edition of 35 in 1917.

30

Le Souper des dockers 1919–20
engraving on cream wove van gelder zonen paper; 4 ¾ x 4 7⁄8 inches
signed, titled, and numbered 27/35 in pencil
L. 186, second (final) state
The first state was printed in an edition of seven; the first two were printed in 1919,
the remaining impressions in 1920. The second state was printed in an edition of 35,
along with three impressions outside of the edition, in 1920.
provenance:
Galerie Marcel Lecompte, Paris (with his pencil mark)
P. & D. Colnaghi Ltd., London (with their stock number in pencil C.68527)
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Le Café du Commerce 1913
etching on heavy cream wove paper; 12 1⁄16 x 13 ½ inches
signed and numbered 28/35 in pencil
L. 126, only state
An edition of 35, plus four trial proofs; the first eleven were printed in 1913, the
remaining impressions thereafter.
provenance: Henri

32

M. Petiet (Lugt 5031)

Le Dîner à l’auberge 1917–22
engraving on a cream wove paper; 7 ¾ x 6 ¾ inches
signed and numbered 17/55 in pencil
L. 173, second (final) state
Three trial proofs of the first state plus an edition of eight were printed in 1917.
The second state was printed in an edition of 55; the first eight were printed in 1922,
the remaining impressions thereafter.
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Le Dîner chez le bistro 1923
engraving on cream wove arches paper; 6 ¼ x 5 5⁄8 inches
signed, titled, and numbered 31/60 in pencil
L. 255, second (final) state
The first state was printed in an edition of eight in 1923. The second state was printed
in an edition of 60; the first 24 were printed in 1923, the remaining impressions plus six
outside of the edition thereafter.
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La Cabaretière obèse 1917
engraving on pale green laid mbm paper; 7 ½ x 6 ¾ inches
signed and numbered 7/8 in pencil
L. 172, first state (of two)
Three trial proofs of the first state plus an edition of eight were printed in 1917.
The second state was printed in an edition of 45; the first ten were printed in 1921,
the remaining impressions thereafter.
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Le Kiosque à journaux 1929
engraving on cream wove bfk rives paper; 11 ¾ x 8 inches
signed and numbered 18/18 in pencil
L. 198, fourth (final) state
Four unnumbered impressions of the first state and eight numbered impressions of the
second state were printed in 1920. Six unnumbered impressions of the third state were
printed in 1920, and 500 were printed in the magazine Architecture in 1921. The fourth
state was printed in an edition of eighteen in 1929.
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Le Balcon sur la mer 1923
engraving on pale green laid paper; 11 7⁄8 x 8 3⁄8 inches
signed and numbered 49/57 in pencil
L. 274, third (final) state
The first state was printed in an edition of eight in 1923, the second in an edition of five
in 1924. The third state was printed in an edition of 57, plus five or six artist’s proofs,
the earliest printing starting in 1924 and continuing into 1925.
provenance: Henri

M. Petiet (Lugt 5031)
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Lassitude 1912
colored woodcut on cream wove paper; 9 ½ x 10 5⁄8 inches
signed and numbered 9/35 in pencil
L. 682, third (final) state
Two impressions were pulled in the first state (one in color and one in black). Six were
printed of the second state (two in black and four in color). The third state was printed
in color in an edition of 35, published by Féquet in 1914.
provenance: Henri
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M. Petiet (Lugt 5031)

Proofs, States, Drawings, and Matrices

Le Tir forain 1920–21
L. 191, four states
drawing:
pencil on thin orange-toned Japan paper, retraced in ink on the verso; 10 ½ x 9 inches
signed in pencil

40

fourth (final) state:
engraving printed in dark brown ink on cream laid mbm paper; 10 ½ x 9 inches
signed, titled, and numbered 10/85 in pencil
provenance:

		

unidentified collector’s stamp verso (letters abs, not in Lugt)
Galerie Marcel LeComte (acquired in 1974)

One trial proof of the first state plus an edition of six, one proof impression of the
second state plus an edition of eight, and an edition of seven of the third state were
all printed in 1920. The fourth state was printed in an edition of 85; the first ten were
printed in 1921, impression nos. 11–65 were printed thereafter, and impression
nos. 66–85 were printed by Lacourière-Frélaut in 1988.
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Le Gramophone 1918–21
woodcut on cream wove paper; 9 ¾ x 8 ½ inches
signed and numbered 24/45 in pencil
L. 712, only state
An edition of 45 was printed in 1922.
42

woodblock; 9 ¾ x 8 ½ x ¾ inches
provenance: Henri

M. Petiet (Lugt 5031)

43

drawing

Asperges et radis 1928
L. 384, four states
provenance

(of all four works): Henri M. Petiet (Lugt 5031)

The first state was printed in an edition of seven, plus one proof impression and three
outside of the edition. The second state was printed in an edition of six, plus some
proof impressions and four outside of the edition. The third state was printed in an
edition of nine, plus five outside of the edition. The fourth state was printed in an
edition of 35.
drawing: pencil, in reverse; 6 ¼ x 9 1⁄8 inches
The drawing is reproduced in Louis Godefroy’s catalogue raisonné of Laboureur’s
prints, p. 29.
first state: engraving on blue wove paper; 7 1⁄16 x 9 3⁄8 inches
signed and numbered 4/7 in pencil
third state: engraving on cream wove paper; 7 1⁄16 x 9 3⁄8 inches
signed and numbered 8/9 in pencil
fourth state: engraving on cream wove paper; 7 1⁄16 x 9 3⁄8 inches
signed and numbered 12/35 in pencil
44

first state

third state

fourth state

drawing

La Porte de L’Estaminet 1925
L. 294, three states
The first state was printed in an edition of eight; the second state in an edition of seven;
and the third state in an edition of 65, plus two outside of the edition.
preliminary drawing:
pencil on a yellow tracing paper; 6 x 3 7⁄8 inches
initialed in pencil
provenance: Henri M. Petiet (Lugt 5031)
46

third state

second state

second state:
etching and roulette on cream wove paper; 5 7⁄8 x 3 ¾ inches
signed and numbered 7/7 in pencil
provenance: Henri M. Petiet (Lugt 5031)
third state:
etching and roulette on cream wove paper; 5 7⁄8 x 3 ¾ inches
signed, titled, and numbered 54/65 in pencil
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Tea-Room du front anglais 1919–23
L. 189, two states
The first state was printed in an edition of eight, plus one trial proof; the first three
were printed in 1919, nos. 4–6 in 1920, nos. 7 and 8 and a proof in 1922. The second
state was printed in an edition of 20; the first five were printed in 1923, the remaining
impressions thereafter.
drawing:
pen and pencil, on a thin tan wove tracing paper; 8 5⁄8 x 7 15⁄16 inches
signed, titled, and dated 1917 (in the drawing) in pencil
provenance: Henri M. Petiet (Lugt 5031)
first state:
etching and engraving on thin wove paper; 8 7⁄8 x 8 ½ inches
signed and numbered 5/8 in pencil
provenance: Henri M. Petiet (Lugt 5031)
reworked first state:
etching and engraving, worked over in pencil on cream wove van gelder zonen paper;
8 7⁄8 x 8 ½ inches
signed in pencil
second state:
etching and engraving on cream wove paper; 8 7⁄8 x 8 ½ inches
signed and numbered 3/20 in pencil
impression from the canceled plate:
etching and engraving on cream wove paper; 8 7⁄8 x 8 ½ inches
provenance: Henri M. Petiet (Lugt 5031)
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drawing

49

first state

reworked first state

second state

impression from
the canceled plate

La Marchande de palourdes 1922
copper plate; 6 ¾ x 6 ¼ inches
L. 240
The first state was printed in an edition of four. The second state was printed in an
edition of 26; the first five were printed in 1922, and the remaining impressions plus
four outside of the edition in 1923.
52

Landscapes

Printemps breton 1926
drypoint, roulette, aquatint, and etching on wove bfk rives paper; 3 1⁄8 x 5 1⁄8 inches
signed and numbered 37/50 in pencil
L. 324, second (final) state
Only two impressions were printed of the first state. The second state was printed in
an edition of 50; the first fifteen were printed in 1926, the remaining impressions plus
five outside of the edition thereafter. The second state was also printed in an edition
of 248 to illustrate Maurice Toesca’s Laboureur en Brière (Nancy, France: Beaux Livres
Grands Amis, 1959).
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Paysage au soldat 1914
etching on cream wove paper; 6 13⁄16 x 7 ¼ inches
signed and numbered 9/25 in pencil
L. 136, only state
An edition of 25; the first fourteen were printed in 1914,
the remaining impressions thereafter.
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L’Employé des pompes funèbres 1902
etching in two colors on cream laid arches paper; 7 13⁄16 x 9 inches
signed and annotated essai l’eau forte in 2 planches in pencil
L. 29, only state
Approximately 20 impressions were printed in total; three were printed of the line plate
only; trial proofs and a numbered edition of ten were printed in 1903, the remaining
impressions thereafter.
provenance: Alfred
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Beurdeley, Paris (Lugt 421); Eric Carlson, New York

Orage en Brière 1932
etching and drypoint on laid paper (with a bunch-of-grapes watermark); 6 5⁄8 x 7 ¼ inches
signed, titled, and numbered 19/42 in pencil
L. 461, third state (of four)
The first state was printed in an edition of five, the second in an edition of six, the third
an edition of 42. The fourth state was printed in an edition of 248 to illustrate Maurice
Toesca’s Laboureur en Brière (Nancy, France: Beaux Livres Grands Amis, 1959).
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Paysage au tunnel 1920
etching printed in a dark brownish-black ink on cream wove paper; 7 7⁄8 x 9 inches
signed, titled, and numbered 19/55 in pencil
L. 195, second (final) state
The first state was printed in an edition of eight. The second state was printed in an
edition of 55, plus five outside of the edition.
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L’Île déserte 1914
etching on cream wove van gelder zonen paper; 11 ¾ x 13 11⁄16 inches
signed and numbered 33/35 in pencil
L. 135, only state
An edition of 35, plus five outside of the edition.
provenance: Marcel

Lecompte, Paris (with his pencil marking recto)
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Paysage aux Buttes-Chaumont (first plate) 1920
etching on cream wove paper; 7 7⁄8 x 9 1⁄16 inches
signed, titled, and numbered 2/8 in pencil
L. 204, only state
An edition of eight, plus two trial proofs.
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Paysage au Buttes-Chaumont (second plate) 1920–21
etching and engraving on cream wove paper; 7 7⁄8 x 9 1⁄16 inches
signed and numbered 28/55 in pencil
L. 205 third (final) state
The first state was printed in an edition of eight, plus two proofs. Only two proof
impressions were printed of the second state. The third state was printed in an edition
of 55; the first 25 were printed in 1921, the remaining impressions thereafter.
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Le Vieux Poirier 1925
engraving on pale green laid paper; 10 3⁄16 x 11 1⁄16 inches
signed, titled, and numbered 6/9 in pencil
L. 293 third state (of five)
The first state was printed in an edition of three; the second state in an edition of eight;
the third state in an edition of nine; the fourth state in an edition of six, plus two artist’s
proofs; and the fifth state in an edition of 65, plus twelve artist’s proofs.
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La Halte des bohémiens 1938
engraving on cream wove bfk rives paper; 12 15⁄16 x 11 inches
signed and numbered 100/108 in pencil
L. 539, third (final) state
Only one impression was pulled of each of the first two states.
The third state was printed in an edition of 108 by the Société des
Peintres-Graveurs, bearing their blind stamp.
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La Pêche aux crevette– 1928
engraving on cream wove paper bfk rives paper; 5 5⁄8 x 4 7⁄16 inches
signed and numbered 34/58 in pencil
L. 375, third (final) state
The first state was printed in an edition of eight in 1928. The second state was printed
in an edition of ten, plus five outside of the edition, on Japan paper in 1929. The third
state was printed in an edition of 58, plus one outside of the edition. Ten of the fifteen
impressions made of the second state were included in a deluxe edition of Louis
Godefroy’s catalogue raisonné of Laboureur’s prints.
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Cabinet of Wonders

Andromède 1935
engraving on cream wove bfk rives paper; 19 x 12 15⁄16 inches
signed and numbered 6/15 in pencil
L. 504, fourth state (of five)
The first state was printed in an edition of four, the second in an edition of five, the
third in an edition of nine, the fourth in an edition of fifteen. The fifth state was printed
in an edition of 85; 76 were printed between 1935 and 1942, and the remaining nine,
plus five outside of the edition, were printed by Lacourière-Frélaut in 1989.
provenance: Henri

66

M. Petiet (Lugt 5031)

L’Entomologiste 1932–33
engraving on cream wove arches paper; 14 ½ x 16 ¼ inches
L. 475, sixth (final) state
Four unnumbered impressions of the first state were printed in 1932. The printing of
the other states took place in 1933: The second state was printed in an edition of three.
The third state was printed in an edition of five, plus some outside of the edition. In the
fourth state, the plate was steel-faced; there was an edition of 82, ten of which were
destroyed because of problems with inking the plate. The fifth state was printed in an
edition of 100. The sixth state was published by the Chalcographie du Louvre edition,
bearing their blind stamp (Lugt 1695a).
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La Vie des abeilles 1930
suite of ten engravings, illustrations for:
Maurice Maeterlinck, La Vie des abeilles Chartres, France: Durand, 1930
L. 425,1
50 copies, numbered 1–50, on Imperial Japan paper, with a set of the prints in first state
on the same paper
20 copies, numbered 51–70, printed on van gelder paper, with a set of the prints in the
second (final) state on Imperial Japan paper, issued for La Société les XX Bibliophiles
Normands
680 copies, numbered 71–750, printed on wove rives paper
The present copy is no. 28.
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69

La Vie des termites 1930
suite of twelve engravings, illustrations for:
Maurice Maeterlinck, La Vie des termites Chartres, France: Durand, 1930
L. 425,2
50 copies, numbered 1–50, on Imperial Japan paper, with a set of the prints in the first
state on the same paper
20 copies, numbered 51–70, printed on van gelder paper, with a set of the prints in the
second (final) state on Imperial Japan paper, issued for La Société les XX Bibliophiles
Normands
680 copies, numbered 71–750, printed on wove rives paper
The present copy is no. 28.
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71

La Vie des fourmis 1930
suite of six engravings, illustrations for:
Maurice Maeterlinck, La Vie des fourmis Chartres, France: Durand, 1930
L. 425,3
50 copies, numbered 1–50, on Imperial Japan paper, with a set of the prints in first state
on the same paper
20 copies, numbered 51–70, printed on van gelder paper, with a set of the prints in the
second (final) state on Imperial Japan paper, issued for La Société les XX Bibliophiles
Normands
680 copies, numbered 71–750, printed on wove rives paper
The present copy is no. 28.
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73

La Puce 1935
suite of sixteen etchings and engravings, illustrations for:
La Puce Madame des Roches, ou Jeux poétiques composés aux grands jours de Poitiers l’an
M.D.LXXIX par Catherine des Roches, Etienne Pasquier, Claude Binet, Nicolas Rapin
Paris: Société des Bibliophiles du Palais, 1935
L. 508
200 copies printed on wove rives paper, numbered I–XX and 1–180
The present copy is no. 80, printed for Dr. A. Bureau.
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75

Tableau des grands magasins 1921
Suite of twelve engravings, illustrations for:
Jean Valmy-Baisse, Tableau des grands magasins
Paris: Nouvelle Revue Française, 1924 (published in 1925)
L. 220
one copy, marked A, on Imperial Japan paper, with a double set of the engravings and
the set of the preparatory drawings
four copies, marked B to E, on Imperial Japan paper, with one set of the engravings on
the same paper and one on chine
fifteen copies, marked F to T, on Imperial Japan, with a set of the engravings on chine
315 copies on wove lafuma-navarre paper, numbered I–XV and 1–300
The present copy is no. 61.
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