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Above:  Claude Lorrain, Les deux paysages (The two landscapes), (ca. 1630), etching,  

13 x 19.8 cm. Collection of the Rijksmuseum, Amsterdam. Below:  Claude Lorrain, L’apparition  

(The apparition) (ca. 1630), etching, state I/V, 10.7 x 17.2 cm. ©Cabinet d’arts graphiques des Musées 

d’art et d’histoire, Genève, acquired with the assistance of the Société des Amis du Musée, Jean Bonna, 

Pierre Darier, Philippe et Catherine Pulfer, inv. n° E 2011-0125. 
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 Claude Lorrain, Scène de brigands (Scene of brigands) (1633-1635), etching and spit bite  

aquatint, state Vb/IX, image 13.1 x 19.8 cm, sheet 15.7 x 22.5 cm. ©Cabinet d’arts graphiques des 

Musées d’art et d’histoire, Genève, acquired with the assistance of the Société des Amis du Musée,  

Jean Bonna, Pierre Darier, Philippe et Catherine Pulfer, inv. n° E 2011-0129. 

 Claude Lorrain, Le Pont de Bois (Rebecca et Eliézer) (The Wooden Bridge [Rebecca and 

Eliézer]) (ca. 1638–1641), etching, state IVb/VII, image 12.8 x 19.2 cm, sheet 13.1 x 19.7 cm. ©Cabinet 

d’arts graphiques des Musées d’art et d’histoire, Genève, acquired with the assistance of the Société 

des Amis du Musée, Jean Bonna, Pierre Darier, Philippe et Catherine Pulfer, inv. n° E 2011-0141.



-

-

-

La Temptête (

La Danse au 

bord de l’Eau (

 Le 

Naufrage ( ,

Le Bouvier, 

Le 

troupeau en marche par un temps orageux 

(

Berger et bergère 

conversant

Le troupeau 

-

 
10

-

-

-

11

Le troupeau  Berger et bergère 

-

-
12

Liber Veri-

tatis  

13

-

-

-

-

Above:  Claude Lorrain, Le troupeau en marche par un temps orageux (The herd returning 

in stormy weather) (ca. 1650–51), etching, state IIb/IV, 16.1 x 22 cm. ©Cabinet d’arts graphiques des 

Musées d’art et d’histoire, Genève, acquired with the assistance of the Société des Amis du Musée, 

Jean Bonna, Pierre Darier, Philippe et Catherine Pulfer, inv. n° E 2011-0143. Below:  Claude 

Lorrain, Berger et bergère conversant (Shepherd and shepherdess conversing) (ca. 1651), etching, 

drypoint and burnishing, state II/VII, 20.1 x 26 cm. ©Cabinet d’arts graphiques des Musées d’art et 

d’histoire, Genève, acquired with the assistance of the Société des Amis du Musée, Jean Bonna,  

Pierre Darier, Philippe et Catherine Pulfer, inv. n° E 2011-0144.
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Clockwise from bottom left:  Simone  

Cantarini, Mercury and Argus (ca. 1642), etch-

ing, state I/II, 25.2 x 30 cm. Collection of the 

Metropolitan Museum of Art, New York, Harris 

Brisbane Dick Fund, 1926.  Moyses van 

Wtenbrouck, Mercury and Argus (1621), Etch-

ing, state III/III, 13 x 18.5 cm. ©Cabinet d’arts 

graphiques des Musées d’art et d’histoire, 

Genève, inv. n° E 2014 -1615.  Claes Cor-

neliszoon Moeyaert, Landscape with Mercury 

and Argus (ca. 1612–1655), etching, 11 x 19 cm. 

Collection of the Rijksmuseum, Amsterdam. 

 Claude Lorrain, Argus et Mercure (Argus  

and Mercury) (1662), etching, touched in brown 

ink, counter-proof of state I/III (unique impres-

sion), 16 x 22 cm. ©Cabinet d’arts graphiques  

des Musées d’art et d’histoire, Genève, acquired 

with the assistance of the Société des Amis du 

Musée, Jean Bonna, Pierre Darier, Philippe et 
Catherine Pulfer, inv. n° E 2011-0145.
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Christian Rümelin is Keeper of Prints and Draw-

ings at the Musée d’art et d’histoire in Geneva. 

Notes:

1. Joachim von Sandrart, L’Academia Todesca 

della Architectura, Scultura & Pittura: Oder 

Teutsche Academie der Edlen Bau- Bild- und 

Mahlerey-Künste, 2 vols (Nuremberg: 1675, 

1676), in particular vol. 1, part 3, p. 71, and vol. 2, 

part 3, pp. 331–333

2. This article is the continuation of my research 

on Claude as printmaker and is based on “The 

search for the ‘True appearance of Things,’” in 

Claude Lorrain: The enchanted landscape, exh. 

cat. (Oxford: Ashmolean Museum, 2011), 151–

159. 

3. See Marcel Roethlisberger, Claude Lorrain—

The drawings, 2 vols. (Berkeley and Los Angeles: 

University of California Press, 1968), 17 and nos. 

1–38. 

4. Arthur Mayer Hind, “Review: Claude’s Etch-

ings,” in The Burlington Magazine for Connois-

seurs, vol. 47, no. 269 (August 1925): 106.

5. For an overview of Claude’s prints, see H. 

Diane Russell, Claude Lorrain: 1600–1682. exh. 

cat. (Washington: National Gallery of Art, 1982); 

Lino Mannocci, The etchings of Claude Lorrain 

(New Haven: Yale University Press, 1988); Sergio 

Bettini, “I Feux d’artiice di Claude Lorrain: fortuna 

e altre considerazioni,” in Römisches Jahrbuch 

der Bibliotheca Hertziana, 34, 2001–02 (2004): 

221–254; and Christian Rümelin, Claude Lorrain: 

The enchanted landscape.

6. Mannocci, Claude Lorrain, 5.

7. Ibid., 11. 

8. Le Passage du gué (The Ford) (Mannocci, Claude 

Lorrain, 12) remains an exception, as he reached its 

deinitive form in the second state (of three).
9. Ibid., 18.

10. This work, now in the collection of the Earl 

of Leicester (MRD 685), is not the drawing that 
actually served as the transfer drawing. It was, 

however, a starting point to ix the composition, 
probably followed by a second drawing, which 

explains the various differences between the 

drawing and the print. 

11. Claude had previously pulled a counterproof 

of the Campo Vaccino (Mannocci, Claude Lor-

rain, 17). Though counterproofs were sometimes 

pulled for collectors, the small number in Claude’s 

oeuvre suggests he pulled them primarily for his 

own reference, not for an immediate sale.

12. Mannocci, Claude Lorrain, 41. The unique 

impression of this state is at the British Museum. 

13. The Liber Veritatis is a record book in which 

Claude drew every painting and recorded the 

owner or person who ordered it. The book enabled 

Claude to control his market and to reuse his own 

compositions, and was also an assurance against 

forgeries. Previously owned by the Dukes of Dev-

onshire, it passed to the British Museum in 1957 

in lieu of inheritance tax. For conservation rea-

sons it was dismantled. The book was published 

for the irst time in aquatint by Richard Earlom in 
1777 in three volumes. For a critical discussion, 

see Michael Kitson, Claude Lorrain: Liber veritatis 

(London: British Museum Publications, 1978). 

14. On Wtenbrouck see the detailed comments 

in vol. 54 of the Hollstein series, in particular pp. 

85–92. 

15. The unique impression in the Cabinet d’arts 

graphiques of the Musées d’art et d’histoire, 

Geneva. See also Mannocci, Claude Lorrain, 42. 

 Jan Both, Views of Rome and its surroundings: The muleteer on the Via Appia  

(1636 – 1652), etching, 19.8 x 27.7 cm. Collection of the Rijksmuseum, Amsterdam.

 Bartholomeus Breenbergh, Les ruines 

romaines, planches 3: ruines de San Lorenzo 

Vecchio près de Bolsena (The Roman ruins, 

plate 3: ruins of San Lorenzo Vecchio near ;Bol-

sena) (1639–1640), etching, image 9.4 x 6.6 cm, 

sheet 9.9 x 7.2 cm. ©Cabinet d’arts graphiques 

des Musées d’art et d’histoire, Genève, inv. n° E 
2012-0381-003.




