Interpreting
Napoleonic Prints

PHILIP |. HAYTHORNTHWAITE

o the historian, and most especially to the uni-

form enthusiast, contemporary illustrations
form the single most valuable source of information
on the appearance of our military ancestors. Such
illustrations fall into two categories: original works,
and prints, of which the latter are by far the more
common. The simple face of a print’s production
during the period of the subject it depicts is not,
however, a guarantee of its veracity. The ability ro
distinguish between an accurate print and onc of
dubious authenticity is to some degree a matter of
experience; but even the tyro can pass rcasonably

ber of basic facts concerning the varieties of prints
produced at the end of the 18th and beginning of the

19th century.

PRODUCTION
METHODS

It 15 useful to understand the
processes mvolved in the pro-

l{“{'ril'!ll iljﬂ \'L'I]'il;_'l'l_'l}; t‘:"l_'ll_‘_‘, ﬂ[‘

print, if only as an aid to iden-
tification and dare. H;l:i'u';lﬂ}-',
a ‘print’ 15 any impression
made from a meral plate,
stone or wooden block, the
terminology varving with the
process imvolved.

Line engravings were pro-
duced by cuting an image
with & sharp tool into a plate
of copper (later steel), which
was then coared with ink,
wiped to leave ink only in the
engraved lines, and clamped
in a press upoen a slighely
damp sheet of paper, so that
the ink was transterred from
the engraved lines ro the
paper. At the edges of such

Above right:

Fig, 1: May. Parrick Cionld,
Ropal  Edinburgh Volrreers;
mezzoiint by foim Young after
Creorpe Warson, 1794, The sui-
Jorm weas dark blue wicl scarler fiac-
{ lace, welite waistoonr
: a1 black Cronsed
Teett™ el black and wehite feathers,

sigs e ol

Rig
Fi Tothe Right Abow-Face':
Sor. Maj. Pawick Gondd flefi)
atl ergraved cartoon by Jefm Kay,
1797,

prints may sometimes be seen
a ‘plate-mark’ or depression
in the paper, the mark of the
edge of the meral plate
Stpple engraving employed a
similar technique but with
dots instead of lines carved
mneo the p];ﬂ_q_',

Etchings were produced by
coating a copper engraving-
plate with a wax film, scrap-
ing away the required design
down to the metal and then
immersing the plate in acid,
which bir into the exposed
copper to produce an image
on the plate. Mezzoninting—a
process  reputedly  invented
by Prince Rupert of the Rhine
— invelved roughening the
surface of a copper plate and
then  scraping  away  the
roughened surtace to produce
lighter shades and white lines.
Aquatinting was a variety of
ctching invented by J. B. Le
Prince in 1768, invalving the
immersion in acid of a copper
plate covered with powdered
resin, the result giving deli-
cate shading resembling a
water—colour or wash draw-
ing, henee the name.

Lithopraphy, invented by
Alois Senelelder in 1798, was
a medium based upon the fact
that water and greasy ink
repel cach other; a design
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drawn in a greasy medium,
dimped and covered with ink
fadhering only to the greasy
design)  will transfer  the
Image onto a printing surface,
Initially stone was used for
printing, though zine was
the commonest alternarive,
Lithographs bear no plare-
mark; and it was not until the
Napolconic Wars had ended
that  lithography  became
common, the various types of
mgraving being the almost
universal medinm. Similarly,
woodarrts (made by drawing
the design on a wooden block
and carving away all except
the lines to be printed) are
mrely  encountered  with
Mapoleonic subjects.

COLOURING

The most important factor to
be remembered concerns the
rolouring of prints. Virtually
without  exception, no
‘celour  prints’  of  the
Napoleonic Wars were pro-
duced at the time: i.e. none
were printed in colour, as
wlour printing for all practi-
al purposes was unknown.
Insccad, what existed were
wlured  prints:  engravings
printed  in black-and-white
and then commercially hand-
wloured for sale. Herein lies
one of the pitfalls concerning
dl such  prints:  that  the
iccuracy of colouring  was
dependent upon the journey-
mate colourist, not upon the
xrtist or engraver. But this
docs ot autematically dis-
qualify  the  veracity of
wloured  prints; for when
prints were offered for sale
and could be compared for
with  uniforms
which might be seen in the
srects of any European ciry,
itis obvious that considerable
are would have been taken to
sure that the colourist made
0 ELTOrS.

He would usually be given
1 sample  print o copy,
wloured by the ardist or
mder the artist’s instruction,
Colouring of prints requires
some skill — some are in
themselves truly works of art
— bur as in most cases the
fuding is already present as
tched lines, ir often involved
w more than applying a
ingle wash of transparent
mtcr-colour, thus aking so

little time as to render it a

commercial proposition.
Most coloured prints of this
era are competently coloured;

those which are  crudely
excouted may, in face, be
cases of later or amateur

colouring, of littde historic
value,

Portraits

Military prints of this period
may be divided into three
basic subject types: portraits,
uniform  studies, and batcle
SCLTICS.

Portraits of named individ-
uals  were  very popular,
especially those of famous
heraes, whose image would
emjoy  wide  commercial
appeal — though prints of
lesser-known  soldiers were
Pﬂ'ltllltttl in smaller num-
bers, sometimes by subscrip-

tion, as  mecmentoes  for
persons who knew the sub-
Jeet or his relations, or as
examples of the work of a
renowned painter. Portraie-
prints were almost invariably
copicd from il painrings
taken from life, and thus are
as accurate as the original;
they are the most reliable mil-
itary prints ever produced.
One of the finest examples
15 reproduced here (Fig. 1)
Sgt. Maj. Patrick Gould of
the Royal Edinburgh Volun-
teers, a mezzoting by John
Young after a painting by
George Warson, 17494
Another  depiction  of this
noted  Edinburgh  drill-ser-
geant (who as a reward for his
services  was  permitted  to
wear his uniform ever after-
wards, a singular distinction)
is shown in Fig, 2; 'To the
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Left:

Fig. 30 Flanqueor of the Frendh
Tperial Guard, an engraving by
Prerre Marivet; aed  Fig, Ja
fabore ), an altermaive state’ af the
SAMRC BRI

Right Abonut-Face’, an
cngraved cartoon by John
Kay dated 1797. A compari-
son with the Watson portraic
establishes the Kay version as
having equal accuracy in the
depiction of the uniform
(eote the removal by this dace
of the hat-crest), illustrating
perfeetly  the  poine  tha
accuracy of uniform-depic-
tion is not necessarily depen-
dent upon artistic finesse
crudely drawn illustrations
by eve-witnesses may well
depict uniform  detail  as
accurately as immaculate ol
portraits.

Uniform prints

In the majority of uniform
prints per se the uniform
aspect  was  of  primary
impaortance,  and generally,
such uniform studies have a
high degree of accuracy.
Exceptions do oceur, how-
ever, especially when the sub-
Jject is an army foreign to the
artist — e.g, the foreign uni-
forms shown in Goddard &

Booth’s Mifitary Costime af

Europe, published 1812-22,
which should be approached
with circumspection, In uni-
form prints accuracy of detail
takes precedence over artistic
appearance,  though  fre-
quently the two are combined
in such series as  Charles

Hamiltan Smith's Costume of

the Army of the British Emypire
(1812); while Edward Dayes’
series of uniform studies of
British  Foot Guards  and
infantry published in 1792-93
are masterpieces of the first
order.




(NEB: ‘Hemote' caption placing
for easy reference to right-hand
plate)

Colour captions, p. 41:

Plare D: Gremadier serpeaint, 2l
(Celdetream ) Foor Cawrds, 1792;
eagraviny by T, Kink after Edward
Dayes, The Duayes’
aneng de finrest military prives of
all e

SEFiEE dr

Mare F: Sapeur of tee French
Garde  MNatiomale, ¢ 1874
illusrrarive af d wirost
aconrate of It popular prames.

Plate €30 Privaie, Prssion Foor
Cowards, 1874, A French popnlar
print which again den 5 the
Fmany of these; in s
1w B diared prec
ustrates the so-called lilerarion
ehiate hind riv
¥ of |'elle'|.'|'¢_,l' 1 all
I

[T (LA

frassiard” arimend

1ediase many
vatrded wnaforms Tad led to oo
able confusion v actios.

Print “states’

The ever=changing minutiae
of military uniforms
thronghour  the  period
resulted in a peculiar feature
known as the ‘states” of a
print, by which a deeail of
uniform would be altered on
the engraving-plate ta bring
the uniform shown up to date
with the latest regularions.
Where the change of uniform
was not dramatic chis was
achieved easily; in other cases
the entire design might be
re-drawn and improved,

A classic example is that
shown in Figs. 3 and 3a,
Pierre Martinets print of a
Flanguewr of the French Impe-
rial Guard, which exists in
[Wo states or varicties: identi-
cal poses but one showing a
spherical  pompon  on the
shako, and the other a mush-
room-shaped plume.  Such
variations in designs did not
always necessitate the
re-engraving of the plate; for
example, a number of Mar-
tinet's prints were suitable for
use to represcent a number of
different regiments, accord-
ing to the colouring. Figs, 4
and 5 show Martinet’s ver-
sion of the uniform of the
Tiraillenrs-Grenadiers of the
Imperal Guard, with colour
variations  in the plume,
shako cords, lapels and turn-
backs {tllﬂu!_r_h one of these
varictics may represent g
colourist’s error!).

Even greater alteration in

Right:
Fieo A0 Tiraillewr-Ciren:
= B Dmperial Coand, an
YCLEHT -"]' Murrtivet frove s
Caleric des Enfanes de
vl (ahowe) Fig. 5, aot alrers
e aeith altered o FIig, pers
loaps an ervar by the colaamise.

the umform  could be
achicved by the colourist
using  opaque  colours  to

obscure some of the t,'ngr;n.'::d
designs; for example, Mar-
tinet's  plate  of the 2nd
{(Durch) Lancers of the [mpe-
rial Guard was onginally thac
used for the 1st (Polish) Lan-
cers, with the Polish shabra-
que-eagle  obscured by
opaque paint (but incorrectly
eaving the Polish cross vis-
ible on the cockade); while
prints like che Martinet Garde
d'Honnenwr of the Imperial
Guard were printed with a
blank in the e, ‘— Répi-
ment’,  for  the regimental
number to be added by the
colourist m accordance with
the colour-scheme he had
applied. A better example
even than this might be the
series known as the ‘Brinsh
Military Library', a set of 29
engravings published by |.
Carpenter of London  in
1799-1801, which may be
found with varicries covering

the umiforms of almosc 80
TCEIMCTLS.

Maore  radical  changes
might be made in  the

improved state of a print
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liig:i. 6 oand 7 are L‘x.‘l.[rlp]l.‘.‘i.
being two versions of three
known to exist of Plate 7 of
Thomas Rowlandson's Loyal
Volunteers  of  London  and
Environs  {1798-99),  While
slight, intriguing variations
of colouring are known in
this series — for example, did
the Billingsgate Association
really change their wings
from red to bluc or is one ver-
sion an error by Rowland-
son's colourist? —  several
]Jt’l]]l:‘i were rl.,‘—dr\n&]] morg
than once. Fig. 6 shows what
is probably the first version,
tearuring a remarkably lump-
1sh St. Clement Danes” Vol-
unteer; when the print was
re=drawn to show the addi-
tion of a coloured plume, the
apportunity taken  to
transtorm the man into the
more elegant figure in Fig. 7.
(A third version had to be
produced to alter the long
gaiters to ankle-length lighe
mnfanery style. )

Having praised the overall
standard of accuracy of thase

Wals

prints designed specifically as
depictions of a uniform, we
should make some mention
of those which are inaccurate,
‘Inaccuracy’ covers a mulo-
tude of factors, from sheer

more
il!rL‘T[‘H‘ i]!g

bad observation to
subtle and
{li_‘;l{“ﬂ ii MIS.

Generally, the most unre-
liable of all uniform prints of
this ¢ra are these published in
Paris  during  cthe  Allied
accupations  of 1814 and
1815-16: popular prints pro-
duced in great haste and pro-
fusion, sometimes  negli-
genely  coloured. In many
cases all chat these provide is
an ‘impression’ of how the
Allied troops appeared to the
French; all finer details were
too complex for the colourst
to attempt to master, and the
intricacies of umtorm oo
time-consuming  for  either
the artist or engraver. The
result is a  quaint  con-
versation-piece of little docu-
mentary significance.

Even here, though,



g, B Sgr. Patrick Masiersan of
the ETeh ¢ Prévee of Wales' Tris)
tpturing the Hagle of the
d Ligne ar Barozsa; the
cartiest and mest acoerate rersion,
denen wed  pubilisled by Denis
rightan within tuee prenths of the
crent.

Far right:

Frg. 10 Charfes Hawilron Seritia's
versian of the capture of the Baressa
Eaple, showing Masterson amd lis

regunent wearnng the 1812 chaka:
@R accierate s, Bt el for the
dafe of the actrme. The cleevrrons are

discussed in the fext

Below:

Fip, 11 The Clark & Dubonrg
print of dhe comebar beneeen St
Musterson and the Fromdh Eagle-
bearer, SS010 Edme Guilleneaing
il I tura pears later than the
Hamilton Smith version, but mere
acctivaie in depicting the earlicr
stovepipe” shisko.

contintied from p. 39

year later than the incident
depicted. An even greater
curiosity 1s the face that the
st (]l'l-‘l-'iULlH L\_‘f]'l’,'lf“
Chamaorin’s  red  rrousers,
which the French army did
not adopt unnl a later date
is in tact no error at all: for
many French cavalrymen in
the Peninsula adopted bagey
non-regulation overalls
(similar to the Arab saroual s
popular later in the century)
of various shades of red or
brown lacal clath, ta replace

their  worn-our  regulation
legwear,
Figs. 9 to 11 illustrate a

similar case, all prints show-
ing the capture of the Eagle of
the French 8th Line Regr. at
Barcssa in 1311 by Sgr.
Patrick Masterson of the Brit-
ish 87th Foot. The incident
i[HL'.“- {lrrL'TH ;”lﬂrl‘",‘it If.']:ll'lllgll,
for example, the 8th endeav-
oured to conceal the caprure
from their own War Minis-
try, stating the Eagle to have
been destroyed by a cannon-
ball; and the incident laid che
foundarion of the Masterson
family’s prosperity, a descen-
dant being the May. | E. L
Masterson who won a Vie-
toria Cross for the
Devonshire Regiment in the
Bocr War. The three depic-
tions of the action, all pro-
duced within four years of the
incident, exemplify a range of
interesting fearures.

Fig. % was drawn and pub-

lished by Denis Dighton in
May 1811 {only some two
months after the battle, while
the subject was fresh in the
public mind). It is the most
aceurate of the three, show-
ing  Masterson  correctly
accoutred, cven though his
ane-piece gaiter-tronsers
might well  have been
replaced by loose overalls ae
this period.

Fig. 100is Charles Hamilton
Smith's version, published in
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_].'mll:tr:.' 1813 :;g.‘ti!l it shows
the Eagle-bearer, Sous-Liewut-
enant Edmeé Guillemain, 1}-"mg
dead at Masterson’s feet; bue
this time the 87th are shown
in the uniform current at the
time of the print's publi-
cation, including the “Belgic
shako authorised in 1812 —
again, a uniform correct for a
date later than that of the inci-
dene it depices. The third ver-
sion of the action (Fig. 11)
was one of a series of battle-

scenes by Clark and
Dubourg, published in 1815;
altogether more hectie, it is
alone of the three in showing
{right foreground) the body
of Ensign Edward Keogh,
killed crving o caprure the
Eagle, while  Masterson
struggles  violently  with
Guillemain.  Uniforms  are
accurate (note the correct
‘stovepipe’ shako of the 87th,
and the baggy, pink-brown
French trousers), though the
French shako-lace is probably
I CITOr.

A E‘]I’I:l] E’i]lf'l'll TC]\ltﬂ_"u Tt th‘
strange  depiction of rank-
chevrons in the Hamilton
Smith version, with the point
up instead of down. This is
prabably an error by the artise
— it 15 not impossible,
though unlikely, that it
shows a hitherto unrecorded
regimental variation — yet is
of interest in showing how
one artist would copy from
another, In Baron Lgjeune's
painting The Baitle of Cheelana
(the French name for Bar-
ossa), in the foreground is a
British sergeant (not wearing
the green tacings of the 87th,
it is true) bur with the Belgic



shako  and  the eccentric
poimnt-up chevrons. The coin-
cidence is surely too great;
Lejeune must have required
an ‘authentic’ print on which
to base the Britsh uniforms
in his painting, and used as a
reference a print by the artist
normally  regarded as  the
most accurate source for Bric-
ish  uniforms, Hamilton
Smith. He could not know
that the chevrons probably
represent one of Hamilton
Smith's rare errors, nor that
the shako was actually not
introduced until the year afeer
the event it depicrs.

[Confusions  over  the
Belgic shako are not uncom-
mon, and though not serictly
appropriate to an article con-
CeTNIE  prints  Ccontempor-
aneous with the events they
depict, it is worth mentioning
the caveat regarding the battle
paintings of the papular Vie-
torian artist Richard Simkin,
which decorate many Messes
and  regimental  muscums.
Simkin habitually painted his
British Mapoleonic infantry
wearing the Belgic cap, even
for actions fought vyears
before its  introduction. It
i5  especially  iromic  that
Elizabeth  Butler's famous
painting Quatre Bras, which
does show the infantry uni-
form of 1815 correctly,
including the Belgic shako, in
fact illustrates the only Line
regiment in the entire army
— 28th Foot — which never
adopted  the  pattern, but
retained the earlier
‘stovepipe’.)
made in a print, it was likely
to be repeated if the place
were copied by another artist.
Plate B is an example: pub-
lished in George Walker's
Costume of Yorkshire (London
& Leeds, 1814), it is an
engraving by R. & D). Havell
after Walker, dated 1 Febru-
ary 1814 and depicting a
grenadier of the lst West
York Militia. The uniform is
portrayed  accurately,  but
note the left cuff by an artist's
oversight, the buttons are
mistakenly shown near che
bottom of the cuff instead of
on the upper edge.

As uniforms of many regi-
ments  followed a  similar
basic pattern, the same print
might be wsed with altered

colouring o depict another
corps (as in the Martinet cases
noted abowve); thus Walker's
grenadier may  be  found
re-ritled to represent the Goth
Foot. But when copied by
another artist, even obvious
crrors  might not be cor-
rected, as Fig. 12 shows. In
this plate from Historical Rec-
ords of the Second Rayal Surrey
(]. Davis, London 1877), bath
higures are copied directly
from w:'l]kcr, the grt.:r1;a;|i;'.r
even having the buttons in the
wrong  plice as on  the
original.

Similarly misleading can be
modern captions to contem-
parary prints which arc often
reproduced  in books and
articles. Whercas even some
contempaorary captions  are
ambiguous, the uniform
enthusiast can ecasily be led
astray by misuse of contem-
porary material. A classic case
is found in the fine history
The Royal Manx Fencibles (B,
E.  Sargeaunt,  Aldershot
1947y, which  reproduces
plates of “Types of Uniform’
which the reader would sup-
pose illustrated the costume
of the corps about which the
book was written. In fact,
though no  explanation s
given, the prints  actually
show unirs as diverse as the
2nd and 3rd Foot Guards and
the Roval Lancashire Militia,
being taken from Edmund
Scott's Manual Exercize, a
series of stipple engravings
published in 1797, An accur-
ate print with a wrong cap-
tion is almost as uscless as an
inaccurate print, unless the
researcher  is sufficiently
expert o recognise the print
without needing to refer to a
caprion.

IDENTIFYING PRINTS

By artistic convention, the
identicy of artists, cngravers,
cte. was usually recorded by
means of an abbreviated Latin
inscription; thus a few lines,
once deciphered, provide the
researcher with all the infor-
mation he requires to identify
the print. The commonest
include caelavit, inc, (incidit),
sc. or sculp. (senlpsid), all sig-
nifying ‘engraved’; del. or
delin. (delineavit or delinearor),
meaning ‘drew’ or ‘draughes-
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man’; fee. or f. - (fecl),
‘engraved’ or ‘ceched”; com-
posuit, “designed’; exeudit or
pub., ‘published’; and  pinx.
{pinxit), ‘painted’. Thus an
mscription  ‘aquat. F. C,
Lewis, eng. Meyer, dcl. Jas.
Green, pub. John Wallis Jun.”’
describes one  of  Wallis’s
London  Folunteers series of
1801-04, a drawing by
Green, engraved by Mevyer,
agquatinted by Lewis and pub-
lished by Wallis.

This article may cause the
amateur uniform-rescarcher
to doubt what he had hitherto
regarded as infallible sources,
and to call into question the
entire range of contemporary
illustrated material. Bur rake
heart;  experience can  be
acquired withour pain, and
although no comparable cata-
logue for European prints
exists, the Tndex to British Mil-
itary  Costome  Prints 1500-
1#14 (London, 1972} is an
invaluable guide; while an
introduction to the rechnical
aspects is contained in two
publications by the British
Museum, Leoking at Prints: a
Guide to Tecdmical Terms (.
Goldman, 1981), and Primes
and Printmaking (A. Griffiths,
1980). K]

Colour captions, p. 40:

Plare A Grenadier of the Ind
(Scots) Foor Guards, 1815 an
engraving published chez Geny in
Paris, and  lightly  rinted. A
remarkably accuvare example of o
Frencly popedar prine; note the
desiyia on dlie rear of the knapead,

Plate B: Grenadier af the dst West
York Militia; engraving by R, &
D, Havell ‘I_.I']'rr Georpe Walker,
dated Febmary 1814, An acairate
depician, apart fron e eevar in te
pesition of the buttons o the lefi

auff.

Mage C: A Corparal of the 13th
Light Dragomes Killing a Frengh
Colouel’;  engrawing by M.
Dubourg affer Denis  Dighron,
shewing the dwel between Cpl,
Logan and  Caol, Chomarin ar
Canpe Major. Laogan’s unifanm i
‘acoiraie” — bt for a date signifi-
amntly later fean that of the action
depicied.

Plare E: Grmers of the Royal Foot
Antillery, 1813, aguating by 1. (7.
Stadler after Charles Hamilion
Stk from the latier’s Cosame
of the Army of the Briash
Empire.

Fig. 12: A prie purporting o shoe
the uniforne af the 2nd Swrerey Mili-
tia, fron Davas's regimvental histary
(18T7), baet i facr copied divectly
Aram Walker's Costume of York-
shire, even ro the ervor on the left
;15[}', ai howen i Mae B
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