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GENERAL MEETING. 

THE fourth Ordinary General Meeting of the session 1906 
was held on Tuesday evening, September 4th, at the 

Institute's Rooms, Collins Street. There was a fair attendance, 
including a number of visitors. The chair was occupied by the 
President, C. A. D'Ebro, A. M.I. C. E. An apology for non-
attendance was received from Percy Oakden (F.). 

Minutes. 

The minutes of the previous meeting were read by the Hon. 
Secretary, John Little (F.), and duly confirmed. 

Corresponaence. 

N.S.W. INTELLIGENCE,` DEPARTMENTS, asking to be fur-
nished with a list of members of the R.V.I.    A. practising in 
Victoria. 

Reports anb 3ourna[s lReceineb from lkinbreb 
institutes, with Cbanks. 

Journal of the R.I.B. A., Vol. XIII., third quarterly part, 
1906. 

Architectural Association Journal, July-August, 1906. 
Società Degli Ingegneri e Degli Architetti Italiani Bollettino, 

24th June to 29th July, 1906. 
[Sociedad 
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Sociedad Central de Arquitectos, Buenos Aires, " Arquitec-
tura," May, 1906. 

Societe Centrale d' Architecture de Belgique, Bulletin 
Mensuel, June, 1906. 

Elections. 
The necessary papers in the case of Charles Henry Summers, 

a candidate for fellowship, not being to hand, the President 
suggested that the ballot should stand over. 

Exhibitions. 
Permission having been granted by the Council, an exhibition 

of the Alford-Martin patent lock and lift for windows, and an 
exhibition of Australian marbles, were held prior to the meeting, 
explanatory notes being made upon the former by Mr. Nesbit, 
and upon the latter by Mr. C. F. Summers (sculptor). 

At the invitation of the President, Mr. C. F. Summers made 
a few observations upon the marble exhibits. He had not 
worked out the question of cost. This would, however, be done 
presently, but some fine specimens from Croajingalong could, 
he was informed, be put upon the market at /2 per ton in blocks 

which could be quarried to any dimensions. In reply to a 
question as to delay in supplying marble for a certain building 
in Swanston Street which was finished some months ago, Mr. 
Summers stated that at the particular quarry from which the 
marble was procured, when the workmen who owned the quarry 
had earned £5 per week each they ceased work, and consequently 
there was delay in fulfilling orders. He intended going to 
Gippsland in November with the Government geologist, or the 
officer in charge, to further explore marble deposits, and he 
would send to Melbourne some large-sized blocks. 

R. J. Haddon (F.) expressed his approval of the specimens 
exhibited, and felt confident that Victorian marbles would receive 
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the appreciation of the profession. He hoped that the materia 
would be supplied in marketable quantities. He moved :-
" That in the opinion of the Institute the marbles exhibited are 
of excellent quality, and that it would be to the advantage of 
members if they could be placed on the market for use in 
buildings." 

E. W. M. Crouch (A.) seconded the resolution, which was 
carried unanimously. 

Mr. Maxwell stated that his firm had opened up marble 
quarries at Toongabbie, and proposed erecting works at Burnley 
for sawing and polishing. He hoped that in two or three months 
they would be able to fufil orders. The marble was of one 
colour only, not unlike St. Ann's, but better both in colour and 
weathering properties. They had received many orders already, 
and invited quotations from architects for marble for structural 
purposes. Their work hitherto had been the preparation of 
marble for lavatory tops and furniture, but they desired to 
extend their business in the direction indicated. 

The President said this was a business proposal which he 
hoped members would encourage. 

fH)ibbteton's " 1óuitbing Construction." 
R. J. Haddon thanked members of the Institute and other 

architects for the assistance rendered in the preparation of this 
portion of the work dealing with Australian practice. His 
contribution had been revised by Mr. Middleton, and was now in 
the press. The Australian portion would, he thought, appear 
in the fifth volume. The first two volumes were already issued, 
and advance copies of these had been received. 

[Etchings 



ETCHINGS AND ETCHERS 

Paper read by MR. JAMgs OLDHAM at the R.V.I.A. on September 4, 19(36. 

[The reading of the paper was accompanied by a demonstration of the 
various processes employed in etching, and by the exhibition of works of 
art performed by such processes, some being personally executed by the 
author]. 

ABOUT the middle of last century saw the revival of etching on 
copper in England and France. In England it was chiefly 

due to three men, Whistler, Dr. Seymour Haden, and Philip G. 
Hamerton, the accomplished critic and writer. 

Early in the seventies Messrs. Seeley and-Co. published a perio-
dical, called the " Portfolio," of which Hamerton became the editor. 
It was devoted chiefly to original etching, and was sumptuously illus-
trated. Somewhat later on, Dr. S. Haden, following Whistler, to 
whom he was related, etched those works which now have a place in 
our National Gallery. Haden had received his medical training on 
the Continent, and had spent some time at Padua and Bologna, and 
had made a name for himself as a surgeon. He had a large and 
important practice in London, and his health broke down under it 
when he was about 45. The nextt ten years he gave to etching. His 
studies in etching, his great art taste, and his possession of a fine 

.collection of original Rembrandt etchings, gave a bent to his art 
taste and efforts in that direction. He published an article in the 

" Art Quarterly," entitled " About Etching," calling attention to the 
importance of etching as a fine art, and also to a new method of 
work. 

I cannot forget (I was living in Ballarat) with what enthusiasm 
this paper was read by myself and a very intimate friend of mine, an 
artist to his finger tips, a man of singular refinement of mind, whom 
to know intimately was to love and respect. From that time I date 
my interest in the subject which I have the honour to bring before 
you this evening. My friend some time afterwards left for Mel- 
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bourne, and became a member of your fraternity : one wham I have 
reason to believe you all held in high respect and esteem. I refer to 
the late Mr. W. B. Tappin. 

" Practised by the older painters with enthusiasm _fitfully and 
rarely by the new ;—of general artistic interest in one age—of com-
parative indifference, if not of mystery, in the next; in healthy activity 
for a century—asleep for two; an art to which Rembrandt devoted a 
life—Reynolds, probably, not a thought; once in such esteem that 
even its vendor sought to identify himself with its eclat by inscribing 
with his autograph the finest specimens of it that passed through his 
hands—now (1868) the art of all others that the modern publisher 
is least disposed to embark. in." Such, in the words of Dr. Haden, 
has been the chequered history of the Art of Etching. 

AS we shall have to consider Etching as a Fine Art, a few words 
on the art itself and the equipment of the artist, may not be out 

of place. 
It has been said that all arts in proportion as they are fine--a 

better word would be free, as they are free art in contrast with me, 
chanical—represent accurately and essentially the character of the 
artist, whether in what they show or in what they attempt to conceal. 

Zola has defined Art as " Nature seen through a temperament "; 
Hinds, as " Beauty touched with strangeness," whileCorot, the great 
French landscapist, referring to his painting, remarked, "Je reve mon 
tableau, plus tard je peindrai mon reve." I dream my picture later, 
or I shall paint my dream. Temperament, beauty, imagination, 
charm, are all necessary factors in the artistical equipment, and the 
old aphorism, " Poetur nascitur non fit " applies to originators of all

•Art work, whether of Poetry, Painting, Sculpture or Music, and is that 
which distinguished the true artist from the mere artisan. Speaking 
of this Haden has remarked :— 

"  In my notion, the artistic faculty is innate, and cannot be ac- 
quired. Art is a moral and intellectual emanation which study may 
develop but cannot create. The proof that art_ always proceeds from 
an inborn sentiment is that the work of each master has its altogether 
special character, and bears no likeness to the work of any other 
master of equal ability. Look at Velasquez, Titian, Raphael, Rem- 

[brandt, 
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brandt, and Dürer. What more different than the manner in which 
each of these masters would have interpreted the same subject? Is 
it not clear that this individual idea was innate, and that no precept 
of the schools, no example would have produced it ? Academic rules 
(under which I do not include the indispensable instruction on the 
first principles of art), may furnish disciples of a school based upon 
the impulses of a more or less ephemeral taste, but can never create 
an artist of originality." 

IT seems to me, also, that the true sentiment of Art is only given 
to men of the higher nature; that the commonplace mind is no 

more able to create what is lovely than the sophistical mind to dis-
cover truth. Works of art reflect the soul of the artist; every human 
feeling appears in them by turns. Human creatures pass before us 
under the form of their work. 

" As to the practical part, only a second place is to be given to 
IN: 	 technical excellence, and all those qualities which are handed down 

by tradition, and consequently are within everyone's reach. The 
artist should master the process of his art sufficiently to enable him 
to clothe his idea in a form, of beauty. If he goes further, the means 
become the end; sentiment and thought, in place of being pre-
dominant, will be dragged after executive facility. I assign no higher 
value to an elaborate execution. To work out details highly requires 
time. To spend too much time upon a picture weakens the idea, and 
stifles the inspiration." 

It is quite possible, however, that an individual may have been 
born with this gift. " That light which has never yet been seen on 
sea or land; the consecration and the poet's dream," as Wordsworth 
has it, yet, owing to circumstances, has been unable to get the 
technical training necessary to make his ideas current coin amongst 
his fellow-men, in its highest flights, " To give to airy nothing a local 
habitation and a name." Grey, in his " Elegy on a Country Church-
yard," refers to this when he says:—  

" Perhaps in this neglected spot is laid 
Some heart once pregnant with celestial fire; 

Hands that the rod of empire might have swayed, 
Or tuned to ecstasy the living lyre. 
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But Nature, to their eyes, her ample page 
Rich with the spoils of time, did ne'er unfold, 

Chill penury repressed their noble sage, 
And froze the genial current of the soul." 

AN educated person in this position will be spoken of as a man 
of taste ; if, added to this, he should have acquired a large 

acquaintance with art work and its methods of production—a con-
noisseur; and, again, if he be possessed, in addition to these equip-
ments, with the skill of the practised writer, he has the qualifications 

of the critic. 
The art of etching on copper and zinc with regard to all black 

and white work has been compared to the violin, in comparison with 
other musical instruments. Hamerton has said in this connection: 
" What makes a good etching so peculiarly precious is that it gives us 
meaning severed as widely as possible from mere handicraft. It is a 
lump of fine gold dug out of the artist's brain and not yet alloyed 

for general circulation." 
With this introduction, I now propose to trace the rise of etching 

through engraving during the latter half of the 16th century, and its 

progress down towards the end of the 17th century, and, of course, 

I refer to original work, and not to that of copyists, for, indeed, in 
the times referred to few engravers or etchers ever thought of trans-

lating the works of others by either of these methods, Marcantonio 
being the most conspicuous exception. It is true, however, that we 

find such men as Direr and Mantegna copying one ,another's work for 

the sake of improving their own style, but that was all. 
Having traced the history of engraving and etching, I shall 

attempt to explain in a practical manner how the earlier artists etched, 
closing with an exposition of some modern improvements in 

the technique of etching, introduced by Dr. Seymour Haden, and a 

few wards on Dry Point. 

TOWARDS the end of the lsth century three great events oc-
curred. The discovery of a new world, America--the dis-

covery of printing—the taking of Constantinople by the Turks. The 
last event gave rise to that great movement in Literature and the 

[Arts, 
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Arts, termed " The Renaissance," which, commencing in Italy, spread 
over the greater part of Europe by the end of the century. As a con- 
sequence of the taking of Constantinople, an immense number of re-
fugees arrived in Italy, bringing with them Greek learning and art. 
The study of the Greek classics became the fashion, and many of 
the finest examples of Greek sculpture found a new home in the 
court and gardens of that munificent patron, Lorenzo de Medici. 
Here Michael Angelo and others received their earlier training. 

In the term under review artists were accustomed to express their 
ideas as studies through the medium of silverpoint, chalk, the reed 
pen and sepia washes, examples of which are before you. The 
thought of multiplying these examples had not yet presented itself. 
Early in the century, however, wood engraving had been discovered, 
which later down was followed by that of pictorial engraving on 
metals, copper, etc. Both Italy and the Netherlands and Germany 
—as was the case with oil painting—laid claim to priority in the prac-
tice of this art. In Italy it came about as follows:_ 

ANYONE familiar with Vasari's " Lives of Italian Painters," or 
the Art history of the time, must have been struck with the 

fact of so many artists being put to goldsmiths to receive their 
earliest training. It was a time of great activity in the chasing and 
enamelling of gold and silver in connection with armour, medals, 
vases, etc. One department was termed Nielle work, where the gold-
smith cut or graved out a design in the gold, the design standing out, 
the cut-away part being afterwards filled with enamelling. Those 
who practised this kind of work were called Niellitores. They were 
accustomed to take an impression of their design by means of sul-
phur. By accident, or, perhaps, intentionally, a dark substance got 
used in the place of the sulphur, the result of the impression being 
the gold standing out from a black background. Finniguerra, a pro-
minent Florentine goldsmith, receives the credit of the discovery (A.D. 
1452). A step further led up to engraving proper, so that before the 
close of the 16th century two schools of engravers were in active work, 
chiefly in copper. An instrument was constructed, admirably adapted 
for the purpose of graving, called the Burin, a sharp, lozenge-shaped 
point of steel, which was fixed into a wooden handle made to fit into 
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the palm of the hand. The foremost Italian engravers were Man-
tegna and Marcantonio, etc.; amongst the German were Albert 
Durer, Schongawer, Lucas van Leyden, Altdorfer and Israel van 
Mechenen. Although these two schools of engraving arose at about 
the same time, there was a distinct difference in their work. Com-
pare, for instance, Mantegna with Durer. 

The Germans had greater command over the Burin, and their 
engravings show a decision often wanting in those of the Italian 
school. On the other hand, the works of the latter display greater 
refinement and grace. The engravings of both schools found their 
way to Venice, Which was at that time the chief business emporium 
of Europe. Here Durer, Schongawer, Mantegna., Marcantonio and 
others, met and interchanged ideas, so that one school re-acted upon 
the other, the effects of which became very apparent as time went on. 

IT was during the prevalence of these schools of engraving that the 
method of etching was discovered, but it appears to have come in 

as an interloper, and was not frequently practised. It was only when 
engraving began to decline, about the middle of the r6th century, 
that etching came to the front, and this was chiefly due, later on, 
to Rembrandt, Vandyke, Ostade, Van Uliet and others. It seems 
curious that etching had not elbowed out engraving at an earlier 
period, and that the greater freedom of the etching point had not 
commended itself to those practising engraving. With regard to the 
comparative merits of the Burin and the Etching Point, I shall again 
quote Dr. Haden:— 

" Let us compare etching and engraving, the etching line with the 
burin line. It its the comparison of the pen with the plough. In one 
case a finely-pointed style, obedient to every movement of the sentient 
hand—in the other a tool driven by the elbow against an object 
brought to meet it half-way; in one case suppleness, liberty, rapidity 
and directness of utterance, and the faculty of keeping pace with the 
ideas as they are formed. In the other, the combined action of two 
hands, and the active opposition of two forces—that of the instrument 
against the plate, and of the plate against the instrument. 	What 
wonder that the line described by one should be free, expressive, and 
full of variety, by the other cold, constrained and uninteresting. 

[" ̀ The 



150 Etchings anb Etcbrrs. 

" The properties of the etching line are, in point of fact, almost 
wholly mental—those of the engraved lines wholly, or almost wholly. 
mechanical. The mental properties of the etching line are originalit) 
and personality, so that we actually recognise a line of Rembrandt or 
of Claude, out of which properties, again, come the qualities of ex-
pression, delicacy, colour, tenderness, and whatever else the artist is 
capable of." 

Let us turn for a short time to the technical methods of etching 
on metals, and consider the material required and their uses. These, 
conveniently fall under the several heads of the plate, the 
ground, the dabber, the etching instrument, the drawing, the stopping-
out varnish, and lastly the printing. 

THE artist took a polished plate of copper, and covered the sur-
face upon which the etching was to be made with a ground 

composed of white wax, bitumen or asphaltum, and resin or amber, 
the plate being first heated, the ground melted, and in this fluid state 
a dabber, made of a round piece of cardboard, upon which was placed 
some horsehair, the whole bound round with a piece of taffeta silk, was 
gently pressed all over the ground in order to make it lie evenly. This 
being done, and while the ground was still in a fluid state, the copper 
was placed, ground downwards, over some lighted wax tapers twisted 
together, and sufficiently far off to prevent the flame reaching the 
wax ground. The smoke from the taper incorporated itself with the 
ground, and was then allowed to set, the result being a beautiful 
shining black surface. The plate was now ready for the drawing. 
The drawing was made with a needle or sharp piece of pointed steel 
fixed into a handle. The artist drew the picture through the wax 
ground in such a manner as to reach the copper without scratching 
it. The finer lines were drawn with a tine point, the stronger and 
broader lines with a thicker point. When finished the picture stood out 
in brilliant copper lines through the dark background. 

The next process was the biting in, by means of the mordant, or 
acid. For this purpose nitric acid was used, half acid to half water. 
The artist proceeded—in what was considered, technically, the most 
important part of the process of etching. In this way he laid the 
plate, picture upwards, on a table, and then took some sticks of wax 
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softened in warm water, and built a wall round the plate, after which 

he poured on the acid. The finer the lines the less time given to the 
biting. It was therefore necessary, after giving the very short time 
requisite for biting in the distant parts of the picture, to pour off the 
acid, and then to paint over the lines bitten enough with a kind of 
fluid varnish made from some of the etching ground previously men-
tioned. This was termed the stopping out. This varnish set very 
quickly, and was of such a nature that the acid could na longer eat 
into the lines thus protected. 

THE varnish having set, the acid was again poured over the plate 
for biting into the copper the lines less fine, and so on until 

the whale of the picture was bitten in. By this process it will be 
seen that the thicker the lines the longer they were submitted to the 
action of the nitric acid. The process was a difficult one, and much 
judgment was required, since light and dark lines would be mixed 
up together, beginning in the middle ground, right up through the 
foreground of the picture. The whole picture having been bitten 
in, the plate was again heated, and freed from the wax ground 
remaining on the plate. 

THE next procedure was the printing. The ink was of a 
specially prepared kind, of the same nature as printers 

ink, but of a finer quality and colour. The ink was applied to the 
plate, and pressed into the lines by means of the " rubber," consisting 
of close ground woollen cloth wrapped round and round itself in 
the form of a cylinder, and then tightly tied with string. It was 
important that the ink should be pressed thoroughly into every line 
bitten into the copper. 

-This done, the major part of the ink was wiped off the still 
heated plate with a muslin cloth. The artist (for the etchers almost 
always printed their own plates) then placed some of the ink on the 
ball of the thumb or the fleshy part of the palm of the hand, and 
covered over the ink with Spanish white chalk. He then very care-
fully passed the hand over the plate and detached the remaining ink 
under the pictures shown out in black in a copper background. Care 
was taken to procure a special kind of paper, known as Dutch 

[paper 
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paper. The paper being damped, the plate was laid upon it and 
passed through the copper plate printing press, and a proof obtained. 

THE process was repeated, until the required proofs were ob- 
tained, and this was only a limited number, as from the great 

pressure the lines gradually closed, so that, after 3o or 40 had been 
obtained, the proofs became thin, faint and wiry, hence worthless. 
Modern science, however, has got over this difficulty. By steeling 

the plate in an electric bath, the plate is so protected that r000 proofs 
can now be got. Hence there is no difficulty in issuing a plate in the 
" Art Journal " or other periodicals. These proofs, however, will 
never give the rich effect obtained before the plate was steeled. 

After Rembrandt and his followers the practice of etching by 
the old masters gradually died out. Speaking roughly, it covered 
the latter half of the r6th century and the earlier half of the rgth. 

It was not till towards the middle of the r9th century that 
the old art was revived again. The revival took place in England 
and France, and at about the same time. In France it was due 
chiefly to Legros, Meryon and others. In England, to Whistler, Seymour, 
Haden, and Philip G. Hamerton. What Ruskin was to Turner and 
the pre-Raphaelites, such was Hamerton to the revival of etching. 
He acted as Editor of the " Portfolio," issued by Messrs. Seeley and 
Co., a periodical devoted to original etchings. 

To Hamerton and Haden we are indebted for new methods of 
work, termed the positive or continuous processes in contrast with 
the negative or interrupted processes of the old masters. 

As I have already described the old method, I will proceed now 
to give you some idea of the newer methods, of which Haden 
has written so eloquently, and to whose writings and those of Hamer-
ton's I have been so much indebted in my lecture this evening. 

The plate, ground, and other requisites, used in the older methods 
remain, but are treated differently. The etchers take a burnished 
plate, as before, but in this case protect both sides with the wax 
ground. The etching ground is made somewhat weaker, though 
of the same composition as that of the old masters. This is used 
on the face of the plate, in the manner already described, the back 
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of the plate being covered with ordinary wax. The plate is then 
attached to the bottom of a bath—either let into the wood, which 
has been covered all over with several coats of Japan varnish to 
protect it from the acid, or to an ordinary photographer's glass bath 
— by means of four small balls of wax. 

153 

THE Dutch mordant or acid is also of weaker strength than that 
used by the old masters and composed as follows : —Hydrochloric 

acid, roo grammes; chlorate of potash, 20 grammes; water, 88o 
grammes. In making it the water is warmed, and the chlorate of 
potash perfectly dissolved in it first; then the acid is added. The 
mordant having been prepared, and a little bit of copper added, 
which turns it a green colour, it is poured over the plate now resting 
in the bath, so as just to cover it, say, about the one-eighth of an 
inch. The same etching instruments are used as before, but in this 
method you begin with the lines intended to be darkest, first using 
a blunt point, and keeping the lines rather wide apart, after that 
gradually proceeding towards the paler work, where one uses a 
sharper point, and the lines are made closer together. If you calcu-
late your time well, and do your work properly, your plate will be 
finished with a perfect gradation when you take it out of the bath, 
and by having dissolved a little copper in the mordant at starting, 
the lines will be bitten a dark colour on the copper plate, just as though 
you were drawing with lead pencil, so that you can see quite plainly 
your drawing as you go along. The drawing finished, the plate may 
be taken out of the bath, and you may print a proof at once. 

We have said that the mordant is weaker than that used by the 
old masters, and by this method of work it will be seen that the 
darkest lines are continuously bitten all through the drawing, until 
you come to the finest lines, and the work will cover, say, from five 
to seven hours. If you wish to do it in a somewhat shorter time, 
you may strengthen the mordant. This, however, is unnecessary, 
since, supposing you can only give a couple of hours to the plate, 
it may be taken out and put between blotting paper, the mordant 
being returned to the bottle, and a record being taken of the time 
spent, you may resume again the work at your leisure, bearing in 
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mind that the darkest lines require to be bitten for from five to seven 
hours, and the finest about a quarter of an hour, the medium lines 
being graded between the time mentioned. 

it 

THE advantages of this system are as follows:- 

First.--Perfect gradation in work. All other systems of 
biting proceed by stages, usually two or three. This system is one 
of unbroken gradation from the deepest biting to the palest. 

Second.—It saves the necessity for stopping out, which was a 
cause of delay and a difficulty in all passages of any intricacy, such 
as skies seen between branches of trees, etc., etc. 

Third.—It enables an experienced etcher to complete a plate at 
one sitting, without being delayed by re-grounding, proof-taking, etc. 

Lastly.—Owing to the little copper dissolved in the acid before 
commencing, you are enabled to see the work as you go along, as 
with lead pencil and pen and ink. 

A few words with regard to dry point. The picture is drawn 
straight away on the copper, without either ground or mordant being 
used. To do this the etching instrument has to be sharpened at the 
point similar to that of a currier's knife. When used, the instrument 
cuts into the copper, raising a kind of edge, to the line, which, when 
printed from, gives a kind of shadow to each line, and thus adds to 
the richness of the print. Légros in England, and Hellieu in France 
are two of the greatest exponents of this method. 

In concluding„ I will add a short extract from Dr. Haden as to 
the qualifications of the etcher :- 

" What, then, is the amount and kind of previous knowledge and 
skill required by the etcher? It is the sum of all we have been 
writing about. It is an innate artistic spirit, without which all the 
study in the world is useless. It is the cultivation of this spirit, not 
arduously, but lovingly. It is the knowledge that is acquired by a 
life of devotion to what is true and Beautiful—.by the daily and hourly 
habit of weighing and comparing what we see in nature, and think-
ing of how it should be represented in art. It is the taste which a 
celebrated painter once said, but not truly, is rarer than genius. 
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The skill that grows out of these habits is the skill required by the 
etcher. It is the skill of the analyst and the synthesist; the skill 
to combine and the skill to separate, to detach plane from plane, to 
fuse detail into mass, to subordinate definition to space, distance, 
light and air. Finally, it is the acumen to perceive the near rela-
tionship that expression bears to form, and the skill to draw them—
not separately, but together." 

nn the %ubsequent 31)tscusston: 
In response to the President's request, Mr. Oldham explained 

the process of rendering in mezzotint by which the effect of oil 
painting in place of line work was procured. The process was, 
however, of comparatively recent date. 

The President, in submitting a vote of thanks to Mr. 
Oldham (which was carried with acclamation), expressed the 
opinion that etching was practically a work in which any 
architect could obtain proficiency if he had any spare time to 
devote to it. 

In response to a question by Mr. Wilson Dobbs, Mr. Oldham 
stated that the apparatus required in etching certainly was not 
costly, because the old copper plates could be planed and reused. 
Some workers preferred zinc, which could now be got very 
cheaply from disused process blocks. He acknowledged the 
vote of thanks, and said that etching was his hobby, and he 
was pleased to appear before the Institute to explain its 
processes. 

J. H. Harvey (A.) having promised to give half an hour some 
evening to photogravure, the proceedings terminated. 
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GENERAL MEETING. 

THE fifth Ordinary General Meeting of the session 1906 
was held on Tuesday evening, September 25th, at the 

Institute Rooms, 178 Collins Street, Melbourne. There was a 
small attendance of members, but more than the usual number of 
visitors. The President (C. A. D'Ebro, A.M.I.C.E.) occupied the 
chair, and apologies were received from Anketell Henderson (P.) 
and Captain Wilkinson (Victorian Institute of Engineers) for 
non-attendance. 

Minutes. 
The minutes of the previous meeting were read by the Hon. 

Secretary, J. Little (F.), and duly confirmed. 

1Zeports anb 3ournats 'lecetvea from lkínbreb 
institutes, wttb Shanks. 

American Institute of Architects Quarterly Bulletin, Jan. 
í906. Vol. VI., No. 4. 

Bulletin Mensuel de la Société Centrale D' Architecture de 
Belgique, July, 1906. 

Wochenschrift des Architekten-veriens zu Berlin, from 26th 
May to 1 rth August, 1906. 

L'Architettura Italiana, 11th August, 1906. 
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Nomination. 
At the request of Charles Henry Summers, his nomination 

for fellowship was withdrawn. Mr. Summers would presently 
make a fresh application for membership. 

Articles of Association. 
It was reported that the Council, having adopted the 

amended articles of association, copies showing such amendments 
would be forwarded to every member of the Institute in the 
course of a few days. A special meeting to consider the articles 
would be held immediately preceding the General Meeting on 
the 23rd October. 

glubiic %ervants anb private IïAork. 
It having been reported to the Council that private work 

was being carried out by public servants in the State Departments, 
the Council had decided to forward a letter to the Premier (Mr. 
Bent), calling his attention to the matter. 

Zrannsaat 'ï1niversitg College. 
It was reported that Robert Howden (A.), who was practising 

in Johannesburg, had been successful in winning the first prize in 
connection with the recent competition for designs for the 
Transvaal University College amongst twenty-eight competitors. 
The awards had been made by Mr. T. E. Collcutt, President of 
the R.I.B.A., who had reported upon the 27o drawings sub-
mitted to his consideration. The six designs of greatest merit 
were all submitted by Johannesburg architects. The total cost 
of the work would be JJ38o,000, and it was intended to erect the 
Eastern wing at a cost of £8o,000 immediately. Mr. Howden, 
who is a native of Sydney, served his articles in Melbourne, and 
left for the Transvaal some thirteen years ago. Pleasure was 
generally expressed by the members at Mr. Howden's success, 
and the Council would convey its good wishes to the absent 
member. 

[Glimpses 
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Glimpses of Oib Zngiisb kircbitecture. 
J. H. Harvey (A.) then exhibited about seventy limelight 

illustrations of English architectural scenes from views taken by 
Mr. Percy Hume, who, he stated, could not be present that 
evening. The views were of a varied character, and were taken 
by one having an eye to perceive the artistic merits of many of 
England's greatest buildings. At the conclusion a hearty vote of 
thanks was passed to Mr. Harvey, who, in his reply, suggested 
that in the new rooms arrangements might be made for a 
permanent screen on a newly-plastered wall, and for an electric 
light lantern, which could be put in a position for use in a few 
minutes. 
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REVIEWS OF NEW 
 BOOKS, ETC. 

JOURNAL OF R.I.B.A., VOL. XIII. Third Quarterly. 
Part, comprising Nos.. r 6 to 20, 1906. 

" The Royal Gold Medal," 1906.--In an address, Mr. John 
Belcher, the President, eulogises the work of the recipient (Sir Law-
rence Alma-Tadema.), who, he states, has rendered good service to 
architecture—indirectly, for the most part, yet not the less substan-
tially and really. " That though he is known to the world chiefly 
as a great painter, the Institute has felt no hesitation whatever in 
presenting his name to the king for the Royal gold medal." An 
exhibition of the artist's works hung upon the walls for the occasion 
(illustrations of which are included in the issue) shows to how great 
an extent architecture figured in the expression of the artist's motive. 
In his reply, Sir Alma-Tadema, referring to his pictures, said that 
in several he had tried to reconstruct antique buildings; in others 
he had been concerned with the proportions of figures to architec-
ture, and he showed a composition of a Gothic entrance to a cathe-
dral exhibited as long ago as 1857, to prove that his very beginnings 
were architectural, and a painting in the Church of St. Clemente in 
Rome, dated 1863, during his first visit to Italy, showed that he. was 
mainly preoccupied by the study of early Christian churches. 

"  The Seventh International Congress of Architects, London, 

1906," occupies an important place. 	There are lists of colonial 
and foreign members, Notes and Impressions, and papers discussed, 
and resolutions were passed on the following subjects :— 

I. The execution of important Government and municipal work 
by salaried officers. 

II. Architectural copyright and the ownership of drawings. 
III. Steel and reinforced concrete construction, 
IV. The education of the public in architecture. 

[V. A 
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V. A statutory qualification for architects, [in which A. North 
(F.) voiced the opinion of the R.V.I.A.] 

VI. The Architect-Craftsman: How far should the Architect 
receive the theoretical and practical training of a Craftsman? 

VII. The planning and laying out of streets and open places in 
cities. 

VIII. To what extent and in what sense should the Architect 
have control over the Artist or C'raftsm:an in the completion of a 
national or public building? 

IX. The responsibilities of a Government in the conservation 
of national monuments. 

X. The organisation of public international architectural com-
petitions. 

Extra papers. 

The reception, garden party, soiree, visits to all places of 
interest, and, finally, the banquet, provided as varied a programme as 
could well be arranged. Members of the R.V.I.A. will be glad to 
learn that our R.V.I.A. members of the Congress were present. 

[Mr. Cowper (our delegate) has submitted an interim report to the 
Council.] 

In " Excellence in Architecture," (a Royal Academy lecture, 

1905), Prof. Aitchison, RA., paints out that the privilege of the 
visual fine arts is to present a lesson to everyone that can be under-
stood without study. Painting and sculpture preserve the appear-
ance of the beauty, the vigour, and the intelligence of the people, as far 
as these can be shown by form and colour; but architecture alone 
shows the nation's wealth and pretensions. Dealing with large: 
structures, the Erechtheum and the Cathedrals of Toledo and Seville 
illustrate the lecturer's contention, whilst even a great tomb may not 
only hand down the name of the dead, but become a generic word, 
and preserve the name of the person who caused it to be built as 
well, as an illustration. When Mausolus died, his widow had his 
splendid tomb built, and the generic name of " mausoleum " was 
given to all such buildings, and thus the name of his wife Artemisia, 
who had it built, was preserved. 

160 



'Reviews of 'Flew Zoohs. 

In " What H.M. Office of Works is Doing for Historical Build-

ings in Scotland," W. T. Oldreive, the principal architect for Scot- 

land to H.M. Office of Works, affords an opportunity of knowing 
what is being done with reference to the national historical buildings 
of which the Government has charge. In a well-illustrated paper he 
refers to the buildings vested in the department, and to the architec- 
tural and antiquarian remains, of which the Commissioners of H.M. 
Works are custodians under the Ancient Monuments Act. He gives 
lengthy lists of these classes of buildings, together with ancient monu- 
ments, which have not yet been taken charge of by H.M. Office of 
Works. It appears that £5000 is available yearly for preservation of 
buildings in Scotland. Dealing with technical processes, he ,finds the 
necessity of extreme care upon the choice of a stone which, as regards 
colour and structure, will match, as nearly as possible, the old work 
to be repaired; and the manner of re-pointing masonry. The growth 
of ivy upon walls is dealt with at length, and the results of observa-
tion may be of use to Australian architects. The roots of ivy enter- 
ing a wall may be cut off at the wall line, providing that the main 
stem is healthy, and has a good hold in the soil. Ivy should never 
be planted too close to the wall. By training the leaders to the 
wall by a plant at a foot or more from the wall, the stems have room 
to expand without doing any damage Shoot pruning should be 
adopted every year to prevent "rambling." Root pruning will check 
growth, but may be dangerous to old plants. A large-leaved ivy will 
cover a building rapidly, but small-leaved forms grow more slowly, 
and require less pruning. 	The author describes the restorations 
being effected at Edinburgh Castle, Holyrood Palace, Parliament 
Hall and Dunfermline Abbey. At the last-mentioned pile, a beautiful 
Norman doorway was " discovered " behind a " hollow " wall, upon 
which a memorial tablet to the soldiers who fell in the South African 
war was intended to be fixed. 

" Notes on Cyprus, 1905," gives some idea of the present condi-

tion of the monuments of Byzantine and Gothic architecture, which 
have formed the objects of study since the British occupation of the 
island in 1878. The notes are intended as a sequel to a paper read 
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before the R.LB.A. in 1882, by Edward I'Anson and Sydney Vacher. 
The notes are illustrated by measured drawings. 

” George Devey, F.R.I.B.A. (b. 1820, d. 1886)," is a biographical 
essay, which was awarded the R.I.B.A. silver medal and prize of 
twenty-five guineas, 1906, submitted by Walter Hindes Godfrey. The 
paper deals appreciatively with the life of an architect, whose designs 
and work were both instinct with artistic feeling. His buildings 
appear to have been mostly of the mansion type, amongst which the 
house of Samuel Morley, at Tonbridge, occupies the first place. 
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