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Belgian-born artist Henry de Groux (I867-I930), a 
significant member of the Belgian avant-garde group 
Les XX, is best known for his symbolist compositions 
of the I89os that tend toward cataclysmic, if not overtly 
Wagnerian themes. A quarter century later, in the 
midst of World War I, de Groux emerged from semi
obscurity having produced a prodigious body of work 
addressing the terrible realities of the war itself. He 
spent the war years in Paris where, in November I9I6, 
the Galerie La Boetie exhibited 299 of his World-War-
1-themed paintings, pastels, drawings, sculptural works, 
etchings and lithographs, including twenty of the 40 
etchings from his portfolio, b Visage de In Vutoire (The 
Face of Victory).' In 2005 The Spencer Museum of Art 
at the L'niversity of Kansas acquired 52 working proofs 
for this portfolio. The :feverishness of the 49-year-old 
artist's wartime outpouring is fully evident in this group 
of heavily worked and reworked proofs. While the pub
lished portfolio has received attention in Print Q11ari£r{J1 
and elsewhere, this article will address the handful of 
etchings in the Spencer ~1useum of Art collection, 
which, while clearly intended for b Visage de In Vutoire, 
did not feature in the published portfolio. 2 

The published portfolio included a frontispiece, an 
introduction by the artist, a foreword by Paul Mar
gueritte and 40 prints in four unbound gatherings. The 
introduction and foreword were printed by the anar
chist Parisian firm L'Emancipatrice (The Liberator).3 
De Groux's friend, the nm·elist, essayist and poet Leon 
Blay, was deeply moved by the paintings and drawings 

I thank Hanna Wilson for assistance with French translations and 
Stanley Lombardo for assistance with Latin translations. 

1. De Groux's prints in this portfolio are primarily straightforward 
line etchings, occasionally \\ith aquatint or soft ground, and, in a 
number of cases, photogravure. 

2. \V. Berteval, 'Le Visage de la Victoire par Hrnry De Groux', .\lu· 
cure dt Franct, XVI, 1916, pp. 678- 84: N. Davenport, 'Henry De 
Groux, the Great War and the Apocal~pse', Print QuartLTly, XIX, 

2002, pp. 147-69; .J. Dewilde and T. Schlesser. Henry Dr Groux 
1'166-1930 OorlogJgtluigt I Ttmoin dt Guem u;1.;-u)l8, leperen, 
2007; C. Morganti, G/i orron· dtlla Grandt Guera ntlk inrisioni di un 
genial artirta 'Siniho/isla Henry dt Grow: u Vl'Sagt dt la Victoire, Tricase, 
2013. 

that he saw at the Galerie La Boe tie exhibition and de
scribed them in terms that apply equally to the etchings 
in the portfolio: 

I cannot say in words the tremendous sadness that 
weighed on me when I looked at your drawings and 
paintings whose crucifying perspective overwhelmed 
me. The ruined things and the ruined men, the 'de
scent into the abyss,' as you would call it, the shoot
ing of innocent people and the massacre of captives, 
the grave-digging prisoners, the processions of the 
blind, the old people who can no longer cry and who 
wander amidst the rubble of their homes looking for 
something they had cherished, and finally, above all 
the rest, the amazing portrait of the imprisoned 
German officer who allowed himself to be drawn 
by you. 4 

According to de Groux's first biographer, Emile 
Bauman, the artist frequently tra\'elled close to the front 
lines to see 'the fields of battle, the soldiers, the prison
ers, refugees, and destroyed villages.''>Jan Dewilde and 
Thomas Schlesser ha\'e also demonstrated that se\'eral 
of de Groux's compositions derive from wartime pho
tographs published in the Parisian journal Le .. Hiroir 
(The Mirror).6 

De Groux's introduction is an impassioned indict
ment of \\ar. Quoting Arthur Schopenhauer he ob
sened: 'There is, this German also says, "an arch-devil 
superior to all others, it is the conqueror who places 
hundreds of men in front of one another and cries: To 
suffer, to die, that is your destiny; therefore, shoot each 

3. From 1go1 to 1913 l 'F.mancipalriawas the 1111/JrimnU communislt l'E· 
maneipatria. See the online version of the thesis by R. Bianco. 
'Repertoire des periodiques anarchistes de langue fram;aise: Un 
sicclc de presse anarchiste d 'expression franc;aise. 1880- 1983', 
Aix·:\larseille, 1987: http:/ /bianco.licedl.info/mot36g.html. ac
cessed 10 October 2m3. 

4. As translated by Davenport, op. cit., pp. 16t-63. 
5. E. Baumann, la Vit Ttrrihk d.'Hmry' de Grou.t, Paris, 1936, p. 240. 

'll loue un atelier rue Chaptal, et ii y passera les quatre annees 
'du cataclysme', non sans des voyages frequents pres du front . 
pour voir les champs de bataille, les soldats. les prisonniers. les 
refugies, les villages detruits .• 

6. Dewilde and Schlesser, op. cit., see especially pp. _j0-'79· 
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t)li. I knry ck Groux. l.a11m1T dt gra11ade (The Grenade Thrower), 19q. -16, etching, '.2.f8 x 183 mm (La\\TCll<T, KS, Spencn 
\ 1 useum of :\rt). 

other. cannon each other" and they do it.'; In his own 
remarkable \"Clicc de Grom; wrote: 'That whid1 is most 
strikin,g. in this war. is truly. its opulent excess of perfect 

11. dl" ( ;roux. ·(;r111·st«k re l.1\ n· ·. lntrnduction to h l'is1l!!t' de fn 
Ii, l11ir1. 11ot p;1Ki1Mtnl: ·11 v a. <lit encore fft Allrmancl. 'un arrhi
di . .l1k sup<'ril'ur a tous lcs ;nnrrs. 1·'cst I« co11qm·ra111 qui plan· 
drs <T11tai111·s de mill« hom«s rn fan- ks llll> de,; autn-s. rt kur 
nil': Soutlrir. mourir. r'cst nun· <l«stinc«: clonc. liisillez-nms. c1-

horror: its apocalyptic strangeness, its ft11)', ancl to make 
it worse, its undeniable and colossal absurditv like a 
machine functioning in a \'oid'.8 · 

nonnrz-\·ous lt-s uns les ;1mrcs' ct ils le fom.' 
8. lhicl .. 'Ce qui frappt'. ,;11rtout. clans tTttr guerrl'. c'est. writahlc

mcm. son opult-1111· somptuosiit' cl'horreur parfaite: son ;1pora
h-ptiquc etr;mgete. sa liireur. ct. aggra,·;111t tout. son indeniahl« 
t' t colossalt• ahsurclite de machine fonnionnant a ,·icle' . 
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337. Henry de Groux, Exposition di L'Oeuurt dt Gunrt dt Hmry dt Groux (Exhibition of the War Work by Henry de Groux), 1916, 
lithograph, 798 x 1,093 mm (Lawrence, KS, Spencer ~fuseum of Art). 

In this introduction de Groux also indicated that his 
inspiration for the portfolio was a specific event on 19 
January 1915, when he was overcome with emotion 
upon hearing a ceremony in honour of those rendered 
blind during the war. No doubt this concerned soldiers 
blinded by poison gas, a method of warfare that is ev
ident in several of the prints, such as Chevalin.s erranlJ 
(Knights Errant), which shows a group of soldiers in 
protective gear, or the eerie Lanuur.de granade (Grenade 
Thrower), who wears a simple kerchief over his mouth 
to protect him from the vaporous gases that swirl 
around him (fig. 336). 

Searching for the exact words used in this ceremony, 
de Groux recalled that the speaker, Albert Sarraut, 
stated that soldiers had been blinded, 'for ha\·ing seen 
from too close the august and terrible face, - The face 
of Victory!' De Groux went on to expand on the idea 

9. Ibid., 'Des tresors d'heroismc, ii est vrai, forrcnt I' admiration ct 
la pitic. Tant de braves rneurent si magnitiquement sam attenucr 
JXlUr nous l'atrocite du cataclysmc ct nous trcmblons taus, plus 
ou mains, sous le sceptre de l'ambiante clemence qui en vcut la 
perpetuitc. Car d'un cote comme de l'autrc le seul enthousiasme 
du carnage est !'unique occasion dr liessr. Comment s'ctonncr 

of a modern 'face of victory' as something no longer 
heroic but rather horrific: 

Treasures of heroism, it is true, demand admiration 
and pity So many brave men die so magnificently 
without easing for us the atrocity of this cataclysm 
and we all tremble, more or less under the sceptre 
of the permanent ambient insanity that demands 
perpetuity For both sides, enthusiasm from this car
nage is the sole occasion for jubilation. How should 
one be surprised at the distortion in the notion of 
\ictory; to see such different facial hallucinations, as 
radiant as stars, or as mortifying as the Gorgon's 
face? The face of this victory - of this last face; the 
face of horror - is none other, in fact, than that of 
Death itJelf who has become the Beatrice of nations.9 
Several sources make it clear that the Parisian cen-

sors suppressed the original design for the poster for de 

des lors quc puissc s'altrrcr la notion meme de la \ictoire; de voir 
si divcrsrs les hallucinations de son \isage. tantot radieux comme 
l'astrc, ou mortitiantc comme le facies de la Gorgone? Le ,;sage 
dr cette \ictoire-la - de cc dernier \isage; celui des epouvantes 
n'cst autre, en efTet, que celui de la .\fort tllt-'TTlmle devenue la Bea
trn des nations.' 



Ill Nil\' m: (,JlOUX'S '/!JI-.' KlC/'.. 01' l'/C/ORI 

Groux's exhibition as well as the cover tor the fron
t is piece Oil the title-page or !..l' Vi.~a.t!e de la Jlctotre. '" I 11 

the 12 October 1916 entry in his diary, Bloy included 
the text or a letter from the censors to his friend de 
Groux, in which the censors deny approval tor a poster 
adwnising the latter's exhibition at the Gakrie La 
Boetie." The censors specified that 'the stamp has been 
refused because there must be no sadness, no ruins. 
There must be 110 horror, no sadness. There must be 
110 terror. But glory, heroic glory or symbols of hope, 
or the sacred union, etc.''-' Because a poster for the ex
hihition docs exist, and its iconography is excessively 
heroic, it presumably incorporates changes made by 
the artist (fig. 337). 

As for the frontispiece, de Groux substituted a new 
composition when the original was supprcssed. 'J This 
new Oil(' Was an etching depicting the head of ~fedusa 
encircled by a halo or light. The etching was affixed to 

the title-page, which also included texts in letterpress 
(fig. 338). :\'ancy Davenport has shown that the head 
or ~kdusa is based Oil the fifth-century BC .\ledusa 
Ro11da11i11i in !\fonich.1.1 This head is encircled by the 
Greek text for Psalm 104:2 3 and below the image are 
two Latin passages from.Job 10:20 and.John 18:36 (see 
below). There are two proofS or this composition in the 
Spencer Musrnrn of Art, both titled Medusa. The first 
is a preliminary proof that is heavily worked up in ink 
wash (fig. 339). The second, inscribed !fr etat (first state), 
is more completely etched a nd the inscription and rays 
of light seen in the published frontispiece have been 
added in pen and ink. 

In ~larch 1915 an article appeared in the Parisian 
journal of the French Astronomical Society, L'As-

10. In rq.:ard to the portfolio. tht' tt·rms 'co\'l' r', ·frontispiece ' and 
titlt·-pagt' ' app<'ar in 1ht· 1itt·r;11 ur<". This is pr<"sumahly a srmantic 

confi1,io11. for tilt' sak<' of clarity Wt' will rrfn llt'rt' to th<' fron· 
tispit·n · on tlw titl!'-pag<' rathn than to tht' cowr. 

11. Da\'t'nport. op. rit.. p. Ill", and nott' :z 1. Hoth Dan·nport "s sourc<'. 
th<' 1:z Onoll<"r l!llh <'ntry in In Porte dt.1 l/11111hlts ~Joumal de Lf<m 
f1lol'. I\". Paris. 19h:J). pp. :z;l8 .'.i!)· and Hauman, op. c it .. p . :z .~5. 
, pt·ak spt"cifically of a poster ('atlicht'' j so tht'rt' is no likdy con
lusion with !111· n ·nsorship o r th(' titlt·-pag!'. 

L! . fhid . 
13. Da\"<'llport. op. cit.. p. rh:z. lig. 78. St·c also ll. llapt·lli and P \\'at . 

l/(nn· dt (;roux 181;1, 1•r;o.Jm1m11l. Paris. :zoo7. p. ·21. 'On sait qm· 
la n·nsur<' imposa a dt• Groux di' chang<"r la com·c·rtmr di' son 
l"<'nwil dt· granin·s puhlit· t•n 191h. t't qui dt· n' fait prit pour titrl' 
I,. \'isagt' cit' la \'ictoin·. l ' 11 t<'I<' ck gorgon\' y appara11 au CC'ntr<' 
cl"u11 solt"il rayonnant. ligurt' amhigtw par laqm·llc· !'artiste n·lic 
Ir pn·sl'nt au mvtl..-.' St·t· also lkwildt· and Sr hlessc·r. op. cit.. pp. 
;!7 •JH. 

q . Dawnport. op. cit .. p. 1fib and Ii~. 78. 
r_-1. ( : . Flammarion. ·J A'S :\ stn·s <"t la Gu<'rn-. · .l/ocitu Aslronomiqut. 

:\:\ IX. 1!11.'i· PP· 114 ~l! I· 

11ENRY DE GROUX 

LE VISAGE 

VJCTOJRE 
I'll. "' PAUL MAROL:Ek.l 1• 

- -
'.B8. Henry de Groux, Title-page for Le Visage de la Victoire 

(l'he Face of Victory), 1916, etching and letterpress, '.l8o 
x 280 mm (l:SA, C ollection o f Tom and Lore Firman). 

339. Henry de Groux, .lledu.se. Es.1ai r:\kdusa. tria l proof). 
1914. etching and ink wash. 125 x 17b mm (Lawn·mT. 
KS. Spencer :\Iuscum of An). 
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340. Henry dr Groux, L'&lipse (fhe Eclipse), 1916, etching, 195 x 276 mm (Lawrence, KS, Spencer Museum of Art). 

341. Anonymous artist, reproduction of the life mask of Lud
wig van Beethoven, after 1812, pla~tcr cast, 225 x 118 x 
145 mm (Paris, Ecole des Beaux-Arts). 

tronomie, on the subject of celestial events and war. •s A 
generous proportion of this article was given over to 
celestial events that accompanied the then current war, 
including a total eclipse of the sun that was visible 
throughout all of Europe and Asia on 21 August 1914 
and a comet dubbed 'the comet of war.' It is e\.ident 
that de Groux was familiar with this popular lore and 
probably with the article itself 

An unpublished etching in the Spencer l\luseum of 
Art, L'Eclipse, may well have been the suppressed fron
tispiece for /~ V~e de In. Victoire (fig. 340). This etching 
shows the face of Christ with a crown of thorns in an 
aura of light being eclipsed by de Groux's wartime con
cept of victory, a Medusa-like face of death with snakes 
writhing among its ringlets of hair. 16 

16. See Davrnport, op. cit., pp. 165-66, for an almost clairvoyant 
spernlation about the likely appearance of the censon.:d compo
sition ba~t~d on a ri~ading of one of the prints in the portfolio, /1.1 

ViryanL! (l'he Seeing, her fig. 77). 
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342. Henry de Groux, lt1 Gmitlt de In Gumt (The Cornet of \Var), 19q···16, etching, 172 x 225 mm (Lawrence, KS, Spencer 
]\'( uscum of Art). 

34'.{· 1 lcnry de Groux. I .11 Comtlf de In Gumt (:!1}nnvier1 111·;) (fhc Comet of War, 21.January 1913), 1915. etching. 174 x 254 mm 
(Lawrence, KS. Spencer '.\luscum of :\rt). 
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34+ Henry de Groux, Lr souffre-douleur mnemi (fhe Enemy Scapegoat), 1914 16, etching, 203 x 268 mm (I .awrence, KS. Spencer 
~luseum of :\rt). 

L'Eclipse bears three texts in the plate, two of which 
were carried forward Oii the published frontispiece. On 
a smouldering banderole beneath the composition, one 
reads, '!J'-1 Vu!tus 191.-; Victoria£ '.'Jlfi. De Groux incor
porated Latin biblical inscriptions around the faces of 
Christ and Death. Around the face of Christ one reads 
£go sum resurrectio & uita 11011 est regnum meum lugus mondi, 
a combination of John 11:25 and John 18:36, 'I am the 
resurrection and the life' and 'my kingdom is not of 
this world'. Around the face of Death is written T erram 

misenae & tenebranan ubi umbra mortis & 11u!lu.1· ordo sed sem
jJilemus ho17or inlmbitat. The source of these phrases is 
Job I0:22, 'A land of darkness, as darkness itself; and 
of the shadow of death, without any order, and where 

17. If om· r<"Vt'rs<"s lht' imag<" of lht' lif<" casl of Ht't'lhovt'11's fan" 
as mighl havl' happt·m·cl i11 lh<" proc!'ss of l'lching, lh<" likt·m·ss 

the light is as darkness'. These biblical inscriptions are 
nearly identical to those that accompany the l'vledusa
likc face of \·ictory on the frontispiece of the published 
portfolio, howe\'er they make much more sense in the 
context of L'Edipse than they do in association \\ith the 
image of !vledusa on the re\'ised frontispiece. De 
Groux's bleak and unflinching \·iew, as garnered from 
L 'Eclipse and the texts of his introduction cited above 
(and below), suggests that he bclie\·cd the notion of 'ic
tory was corrupted in the scnice of an unconscionable 
war. He com·eys this by showing us the deathly face of 
'ictory eclipsing the radiant face of Christ, which bears 
an uncanny resemblance to Beetho\·en as seen in the 
latter's life mask of 1812 (fig. 341).'i We will re turn to de 

is l'\Tll closl'r. 



Groux 's fascination with lkethon·n hdow. 
In his imroduction to Le Visage de la I lctoiTI', de ( ;roux 

made sen'ral references to another portentous celestial 
e\·enl. the appearance of comets. As in the 191;1 artide 
in f , :·lstronomie, he speaks specifically of a 'comet of 
wa1: · which is also one of the titles he gin·s lo sewral 
other unpublished cKhings imcndcd for /1· Vi1t~W de la 
rirtoire. There is no CYidence that the comet-themed 
prints were also censored ~ hut we will consider them 
here because of their close thematic association with 
I. 'Edipse, which might have been reason enough for de 
Groux to hold them hack. It is worth quoting de Groux 
at some length on celestial bodies and war: 

For war has devastated the moral order as wdl as 
the material order, and our intellectual firmament 
as well as sublunary spaces, seem to han· been ,·is
ited by six forewarning comets, douhtkssly, <Kcord
ing to the ancient beliefs, calamities that dominate 

and test us. Since the cornet henceforth named ' the 
( :omet of \Var' seen by astronomers 011 17 Decem
ber 191 3, five others have appeared on difTeren t 
dates during the same year. The year of the six 
cmnc~ls recalls the famous oracular dialogue from 
the Shakespearian play that announces, according 
lo celestial projections, Cae~ar's end. Jviillus advenwzt 
111s1 /1rodigia l sic J. 

The most distant traditions, in fact, associate the 
stars lO the destiny of empires, to the prosperity or 
the downfall of their founders, tyrants or kind cler
gymen: camels also announced the demises of both 
Attila and Charlemagne; of Louis the Debonaire, 
~lerowch , Chilperic as well as the demise of 
Charles the Bold or Pope Urban IV But why does 
this maner? Do we nol li,·e in a period of enlight
ened barbarism that disdains henceforth these mys
terious coincidences and this beautiful meteoric 

:H:l· I knry ck Gmux. l.iL~ fwrpetua /weal eL1 (Let pnprlual light shine on thrm), 19q -di, etching, 192 x 264 nun (l..awn·niT, 
KS. Spcnn-r ~luscum of :\rt). 
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symbolism dear to the ancients?18 

Among the trial proofs at the Spencer l\foseum of 
Art are two compositions of La Comete de I.a Guerre (The 
Comet of \Var), one of them in three variant impres
sions. The version knmm only in one impression has 
an additional inscription in the plate, null.a adveniunl nisi 
prodigi.a, a variant spelling of the text in de Groux's in
troduction (fig. 342). The Latin phrase is obscure, but 
expresses the notion that nothing occurs without por
tent. The three states of the alternate composition 
show a comet turning towards us in its orbit, with a face 
that is, again, reminiscent of Reethoven "ith his loom
ing brow (fig. 343). 

Why would de Groux evoke Reethoven's likeness in 
the eclipsed face of Christ and in the fiery face of a 
comet, if in fact, we are correct in recognizing 
Reethoven in these celestial faces? De Groux was a 
champion of German culture and civilization. He vis
ited Munich in 1896 and painted and sculpted portraits 
of Wagner and Reethoven . When he was in Florence 
in 1903, he visited Richard Wagner's son Siegfried. We 
know from Rloy's outpouring about de Groux's 1916 
exhibition that the artist had made a portrait of a Ger
man prisoner of war, and Le Visage de In Vutoire includes 
a plate showing a captive German soldier who is por
trayed "ith considerable dignity and "'ithout the anger, 
hatred and malice so often encountered in wartime 
propaganda (fig. 344). The Spencer Museum of Art 
proof of this plate is titled Le sot.iffre-doukur, ennemi (The 
Enemy Scapegoat), while in the published portfolio the 
title became the less sympathetic Prisonnier. 

Two proofs of an etching in the Spencer Museum 
sho"ing a battlefield strewn "ith recumbent and pre
sumably dead soldiers are entitled Lux perpetua luceatru 
(let perpetual light shine on them), a passage from 
Mozart's Requiem (fig. 345). In the published version, the 
print lost this specific Germanic reference and was ti
tled L'autre tranchee (the other trench). One of the more 
pre\'alent strategies in anti-German propaganda in
\'Ol\'ed the satirical use of German claims to being the 

18. De Groux, op. ci1.:'Ca r la guern· a tout saccag<', aussi hi<'n dans 
l'ordrc moral que dans l'ordre matcri<'I <'t notrt· lirmaml'nt intel
l<·ctucl aussi hil'n qu<· lrs espac!'s suhlunaires, scmhk a\'oir l'tC \'i
site par ks six cometl's, annonriatricl's, sans doul<', Sl'lon l'antiqu<' 
formulc, dl's calamitl's qui nous domi1wnt <'t nous <'prou\'!'nt. D<"
puis la mm!'!<' ditl' cksormai~ 'Com<"te d!' la Gul'rrl'' signal<"<' par 
l<"s astronomes k 17 I kn'mhn· 1913, cinq ;mtr!'s apparurl'nt a di
\'!'rsl's datl'S dl' n·ttc nwmc arlll<'<'. l.'anm·<· d!'s six com<'t<'S m· 
pouvait point m• pas rap1x·ll'r II' fam!'ux dialo)!;U<' oral'ulair<' du 
dramc shakcspc·ari<'n qui annonrT cl aprcs l<"s pronostics cr lrstl's 
la fin ck C:!'sar. N11Jl1Lr ad11mimt 11i1'iprodi,;ia. 1.<"s plus lointaim·s tra
ditions, ('ll l'ni.·t, associl'nt l<·s astn·s au d!'slin d!'s l'mpirl's, a la 

defenders of culture. In these works, 'Culture' is in
evitably given as 'Kultur' and associated "ith images 
of German brutality. An important example of this is 
Rene Georges Hermann-Paul's 1915 portfolio of five 
woodcuts, Les / Saisons de I.a hultur (l'he 4 Seasons of 
Kuhur), which makes use of what Olena Cher\'onic has 
aptly described as 'the propagandistic convention that 
the G ermans had reverted to the \'iolent primitivism of 
the Goths instead of following the ci\'ilized route of 
Goethe, Schubert, or other luminaries of the Ger
manic world.''9 De Groux, recognizing that Germany 
was still the home of this 'ci\ilizcd route', took the high 
road, choosing to denounce war as a human failing 
rather than as the evil trait of any specific nation. In 
evoking Reethoven in the concluding sentence to his in
troduction to Le Visage de la Victoire, the Relgian artist de 
Groux makes clear his faith in indi\idual greatness, re
gardless of nationality: 

I also felt, over me, the weighty and disillusioned 
look of the great Reethoven , the true victor that we 
still listen to "ith rapture, whereas we arc in "ar 
with his compatriots, and who was able to write 
Hymn to Steffering, he who had written in vain for all 
nations: Hymn to Joy! 
The complete list of compositions at the Spencer 

Museum of Art intended for, but not included in the 
published portfolio, is: The Eclipse (L'Eclipse); The 
Comet of War (La Comete de la Guerre, in plate: nulla adr 
veniunt niu prodi/!,ia); The Comet of War, three impres
sions (La Gamete de la Guerre [:n Janvier HJI)}), I..11. Comete 
de In Guerre, and Gamete de I.a Guerre; Untitled [sun on the 
horizon of a battlefield]; Renea th the Divine Eye (Sous 
l'oeil divin); Silent Trench (Tranchee M11ette); Conquered 
l'rench (Tranchee conquise); The Sentry, two impressions 
(Le Veill.eur ter, and Le Guetteur 1916); The Flamethrower 
(!1 Petrokur); Hindus in the Trenches (lndoux aux 
tranchees); Sun of the Dead, two impressions (Sol Afor;
tuorum, and Le sokil. des marts). 

With the exception of /'Eclipse, which we ha\'e ar
gued is the censored frontispiece for Le Visage de In Vic-

prosp<"rit<" ou a la chute de kurs fondateurs. tyrans ou 1ia5teurs 
propir!'s: de5 comet!'s a nnoncnn1t a ussi hi<"n la fin d 'Attila qu<' 
cl'll<' dl' C:harl<'magn<'; d<· Louis le Dd>onnaire, de :\kro\'c<'. dl' 
Chilpaic, aussi hil'n qu<' cdle de C:harl<"s I<" Temerair<" ou du 
Pa1x· Urbain I\'. l'tc. Ma is qu'import!'? Ne \'i\'ons-nous pas a um· 
<'poqu<' d!' harharil' l'rlaire!' qui d!'daigrw desormais ces mystl'
ril'uses coincidences l't tout ce lx·au symholismr meteoriqu<' ch!'r 
aux anrin1s?' 

19. 0. C:lwrvonik, lah!'I copy for th<' Sp<'nr<'r :\(useum of Art !'xhi
hition ' :\larhirw in a Void: World War I and the Graphic Arts' (5 
:\larch 30 :\lay 2010). 



I IE:'>/RY DE GROD.:'s I Jlli /•:·l<:Ji OF l'/<:IOUI Pi 

:Hfi. J lenry d!' Groux S01Lr l'oeil dll'm (Beneath the Di\'ine Eye), 19q 16, etching, 232 x 169 mm (Lawrence, KS, Spencer J\lu
seum of :\rt). 

Joirr, we do not know why the ten additional compo
sitions were not published, although we have sug
gested that the images of comets may have been too 
closely associated with the celestial imagery of L 'E
rli/1se. Perhaps ck Groux edited them down according 

to his own taste and principles, especially if they were 
redundant, as with the images of sentries and 
trenches. Several of the unpublished compositions, 
however, arc quite striking and unique within the nm
text of the portfolio. \\'as Sous l'oeil diz.i11 (Brneath the 



HENRY t: E GROCX'S 'Tl/E FACE OF l'ICTORJ 

347. Henry de Groux /~ Petroleur ( l'he Flamethrower), 1914 16, etching, 248 x 182 mm (Lawrence, KS, Spencer ~luscum of 
Art). 

Divine Eye), with its divine eye and tctragrammaton, 
too cabalistic (fig. 346)? Was u Petro/.eur, (The 
Flamethrower) too non-judgemental an image of a 
German soldier (fig. 347) and was lndoux aux lranchus 
(Hindus in the T renches) not adequately francocen-

tric? \Vhilc we cannot answer these questions, there 
can be no doubt that in his u Visage de la Victoire and 
its unpublished proofs de Groux has given us a re
markably non-part isan indictment of war in the ab
stract and of World War I in particular. 




