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ABSTRACT

This dissertation examines the dialogue betweemtipgiand tapestry that developed in
late nineteenth-century France, specifically atNMfamufacture nationale des Gobelins, and in the
work of the avant-garde artists known as the Nabigeteenth-century tapestry remains an
obscure subject in scholarship and its influenceainting is thus not well-known or
understood. This study aims to recover the syntietationship that existed between tapestry
and painting, and demonstrate the importance ofysig the fine and decorative arts in tandem.
It furthermore presents an evaluation of tapesipiése in the history of modern art, as well as a
study of the socio-cultural anxieties that acconmpéinapid industrialization and technological
progress in the late nineteenth century, examinexugh the luxury craft of tapestry.

Part | outlines a history of the Manufacture Nasilendes Gobelins, the state tapestry
manufactory, from the birth of the Third Repubhcli871, to the 1900 Universal Exposition in
Paris. It is divided into three chapters followihg tenure of three directors: Alfred Darcel,
Edouard Gerspach, and Jules Guiffrey. Part Il émasithe needlepoint hangings of the Nabi
circle in the 1890s. With a chapter each on Agestilaillol, Paul Ranson, and Jézsef Rippl-
Rénai, this section compares and contrasts theappes of these three artists to needlepoint
“tapestry,” in order to elucidate the issues ofarlationship to industry, nationalism, ideals of
patronage, and gendered labor. With regard téaftassue, it was the artists’ wives/
companions—Clotilde Narcisse, France Ranson, agdriree Boudrion— who executed the
majority of their designs. Part Ill analyzes howoldrd Vuillard drew from tapestry to re-
conceptualize modern painting through two monunetgeorative commissionghe Album

(1895), and the Vaquez panels (1896). These am@hary of his so-called “tapestry aesthetic.”



| go beyond the general scholarly assessment ih@aimtings resemble tapestry to argue that
tapestry provided him a haptic model for paintiaggd explore how his painting engaged with
tapestry in the wider circulation of material cuéwf the fin-de-siecle. An epilogue follows
Vuillard’s tapestry aesthetic into the twentietimicey and examines how it was buried and

replaced by Henri Matisse’s re-definition of thedetive in modernist painting.
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INTRODUCTION

This dissertation began as an investigation ofthli artist Edouard Vuillard’s tapestry
aesthetic in his monumental decorative paintingsas captivated by their dazzling yet muffled
beauty, how they resembled densely woven clotlgyar upon layer of patterned fabric, snug
and suffocating, cluttered and harmonious, allreeo | wanted to understand how and why
Vuillard created this metaphoric materiality, teigppage between wool and paint. Why was he
looking to tapestry for inspiration? What was tleatext for this revived attention to a
seemingly obscure medium? What did tapestry hawedfér painting? In pursuit of the answers
to these questions, the dissertation became anatal of tapestry’s place in the history of
modernism, as well as a study of the socio-cultanxieties that accompanied rapid
industrialization and technological progress inldte nineteenth century, examined through the
ostensibly retrogressive medium of tapestry.

| also began this study with the broader art histbiaim of demonstrating the intimate
connections between the fine and decorative #&tademic and museological practice tends to
separate art objects into these discrete categarittsan implicit hierarchy that devalues the
decorative and functional. | hope this dissertatierves as a counterbalance, restoring the
symbiotic relationship between the fine and theodative, between tapestry and painting, in a

way that exposes the drawbacks of the standardagir

! In this goal, Jenny AngerBaul Klee and the Decorative in Modern MAxew York: Cambridge University Press,
2004)serves as a precedent for my project, especiatlydrway she resuscitates the role of embroideKiar’s
work.



Vuillard’s works remain the heart of this studypywiding its chronological focus (the fin-
de-siécle) and inspiring its title (discussed irater 8). The tapestry aesthetic of his decorative
commissions developed and culminated in the 1846ag with the brotherhood of artists to
which he belonged, the Nabis. The Nabis took tivereins of the Parisian avant-garde from
the Post- and Neo-Impressionists after their &rdtibition in 1891 at the gallery of Le Barc de
Boutteville. As a group, they were stylisticallydapolitically heterogeneous and therefore hard
to define, embracing both the Neo-Catholic reaetignMaurice Denis, and the anarchist
sympathizer, Félix Vallotton; the primitivist/sgiral sculpture of Georges Lacombe and the
witty urban themes of Pierre Bonnard; the graphadty of Paul Ranson and the obfuscating
brushwork and inchoate forms of Edouard VuillaAdthough they dovetailed with the
Symbolists, they fit rather awkwardly within a mavent that included the mystical Rose +
Croix group, whom they disdained. The Nabis, haavewere united in their mission to revive
and revalue the decorative.

For the Nabis, this implied both subscribing t@arfalist, painterly definition of the term
as a two-dimensional arrangement of colors, linad,forms; and an interest in creating works
of decorative art. These two ideas were connexftedurse—the Nabis reconceived, or as they
would have seen it, returned painting to its puepas a decorative art. Painting, whose flatness
was tied to its function as mural ornament, waseored as just one part of a cohesive interior
that might include architectural framing, textilés;niture, etc.; it was thus subordinate to an
overarching scheme and, ultimately, philosophyexfattation. Most radically, the Nabis
revalued decoration as a function, as the purpbaemork. Reacting to the increasingly

commodified status of the easel picture, the Naaisted to create art that was meaningfully



integrated into daily life. Decorative objects,etther they served a utilitarian purpose or not,
affected the psyche and well-being of their ownesgrs, and viewers.

Tapestry presents a privileged site to investitfadepotency of the avant-garde project
because it acted as painting’s decorative doulblllowed the same exigencies of flatness, of
articulating yet dissimulating the wall surfacedadded a utilitarian function of warmth, a
material aspect of pliability and tactility, andetlabor-intensive craft process. It also came with
a particular set of historical associations. Témemwed interest in tapestry at the fin-de-siécle
was tied to concurrent historicist revivals of thedieval and rococo erasln the wake of the
Franco-Prussian war, a defeated France lookedtbamith the Middle Ages and the reign of
Louis XV with his mistress, Madame de Pompadouhigh points in Gallic history. The
Middle Ages were seen as the origin point of Fraasa nation, and the rococo era represented a
time when France was the undisputed European l&adet, culture, and taste. In both of these
historical time periods, tapestry was consideregl @iithe premier art forms.

Consequently, collecting of and scholarship onsapdlourished during the late
nineteenth century. Several foundational booktheristory of tapestry were published,
including the magisterial, three-volurhiistoire générale de la tapissefiy Jules Guiffrey,
Eugéne Mintz, and Alexandre Pinchart, issued beti8&8 and 1885; Mintz additionally
published a shorter volumka tapisserig1884) as did GuiffreyHistoire de la tapisserie depuis
le Moyen Age jusqu’a nos jouf$886); and Henry Havard published a volume déditto

tapestry as part of his seri¢®s arts de 'ameublemefhta tapisserieyol. 10, 1893). Guiffrey

2 For the fin-de-siécle medieval revival, see Enargt Morowitz,Consuming the Pasind for the rococo revival,
see Silvermanirt Nouveau.



also wrote two studies of Nicolas Bataille, whcedited the weaving of the fourteenth-century
masterpiece known as the Anger Apocalypskhis epic set depicting St. John’s vision frora th
Book of Revelations was rediscovered and restaré¢le cathedral of Angers in 1870.
Furthermore, one of the most celebrated art adensiof the time was the medieval tapestry set
The Lady and the Unicorfba Dame a la Licorngby the Musée de Cluny in 1882.

Tapestry can also be placed within the larger fraank of art’'s changing relationship to
industry. The late nineteenth century was marked technological revolution; mechanization
and electricity transformed the way people commateid, how information was spread, and the
way goods were made and used. Debora Silvermaarpasd that industrialization, and
France’s stagnating pace as an industrial prodiuéng the fin-de-siécle, resulted in a
nationalist turn towards luxury craft. She constsua narrative beginning in 1889 of
technological optimism and ends in 1900 with tedbgical disillusionment. This compelling
account of the relationship between the decoratiteand mechanical production forms the
backdrop to my own analysis of the case of tapeskgpestry, nonetheless, presents a unique
instance in its close relationship to paintingiténstatus as an alternative or substitute for
painting.

Thus, my study asks two intertwined questions: vilhatodern tapestry, and how did
tapestry modernize painting? The dissertationvisled into three parts. In keeping with the
project’s origin in Vuillard’'s tapestry aesthetidjrst lay out the context for this aesthetic,

discussing official and avant-garde tapestry pradaauring the late nineteenth century. | then

3 Jules GuiffreyNicolas Bataille, tapissier parisien du xive siécle, auteur de la tapisserie de l'apocalypse d'Angers,
(Paris, 1877) andVicolas Bataille, tapissier parisien du xive siécle. Sa vie, son ceuvre, sa fam{lRaris, 1884).



discuss exactly how Vuillard engaged with tapearya medium to re-conceptualize painting.
An epilogue follows Vuillard’s tapestry aesthetnta the twentieth century and examines how it

was buried and replaced by Matisse’s re-definiabthe decorative in modernist painting.

Part | outlines a history of the Manufacture Nasilendes Gobelins, the state tapestry
manufactory, from the birth of the Third Repubhcli871, to the 1900 Universal Exposition in
Paris, via the tenure of three directors: Alfredd@ Edouard Gerspach, and Jules Guiffrey.
Founded in 1662 as a royal manufactory, the Gobelizms the privileged site of official French
tapestry production, as opposed to the private faataries of Beauvais and Aubusson also
founded in the seventeenth century. When the Nabied their attention to the current state of
tapestry, it was to the Gobelins that they looketherefore focus my study on the Gobelins and
do not discuss contemporary production at Beauvafsubusson.

The history of nineteenth-century French tapestnype for examination. There has been
very little in-depth, sustained scholarly work mstarea. Fernand Calmettes (1912) established
the basic catalogue and documentation behind tspgstry commissions from 1794-1900 as
part of the Gobelins’ official, multi-volume histoof its production. Chantal Gastinel-Coural
(1996) provided a short but valuable overview ob&ms history during the nineteenth-century
as part of an exhibition catalogue, while PascahEois Bertrand (1995) contributed an
informative chapter on tapestry production througtéurope in the nineteenth century to a
general volume on tapestry history. Only Pierres¥@ (1973) has published specifically on the
early Third Republic, with an incisive article drettapestry vs. painting debate plaguing the

Gobelins at this time.



My dissertation thus provides the first rigorousdarly analysis of the activities,
aesthetic issues, and political embroilments ofmia@ufactory during the late nineteenth
century. Other recent work in this field by emeggscholars attest to its growing relevancy for
art and European history: Caroline Girard completdidesis in 2003 on the history of the
Gobelins during the first half of the nineteenthtcey:* and Barbara Caen defended a
dissertation entitled, “Renaissance d'un médiuistaytie. La tapisserie au XlIXe siécle en
France et en Belgique” at the University of Zunc2012.

My analysis concentrates on selected new modelemwatthe Gobelins, as they are
representative of the manufactory’s attempts tindahodern tapestry. For much of their time,
however, the weavers were occupied with re-weavirigsicient models (Raphael, Charles Le
Brun, Claude IIl Audran, Frangois Boucher) becauselern cartoons could not always be
obtained. The reasons for the dearth of new madelsnanifold, including lack of funds,
bureaucratic obstacles, and lack of skill or irseemong artists; these have been touched upon
by other scholars and | unfortunately do not héneeroom to expand upon them har&f
course, given the lack of new models, the choiogtoth ancient models to reproduce is
significant in itself. However, as Part | of tliissertation does not endeavor to provide a
complete history of the manufactory during theyahird Republic, that subject must be left for
future consideration.

Before moving on to part I, some technical infotima might be helpful. Tapestry is

made with warp threads, which are the undyed tlsréattl in tension between the rollers of a

‘{Caroline Girard, “La manufacture des Gobelins denffer Empire a la monarchie de Juillet,” masté&sis,
Ecole nationale de Chartres, 2003.
® Vaisse, “La querelle de la tapisserie,” 77; Bertrin JoubertHistoire de la tapisserie?75, 277.



loom; and weft threads, which are the dyed threamsen through the warp threads with a
shuttle to create the design. Support and desgithas one and the same in tapestry. The loom
can either be of high-warp or low-warp constructidtigh-warp looms hold the warp threads
vertically, perpendicular to the ground. In orttefacilitate the passing of the shuttle through
the warp threads, the weaver pulls all the altermatrp threads forward with the help of a
drawstring, making a space between odd- and everbered warps; this space is called the
shed. Thus, on a high-warp loom, the weaver hsare hand free to weave while the other
one creates the shed. Furthermore, the weaveresdam the reverse side of the tapestry. The
cartoon is placed behind the weaver, who cheghsribdically with the help of a mirror hung in
front of him.

Low-warp looms hold the warp threads horizontgbigrallel to the ground. The
drawstrings for the shed are controlled by footglgdeaving the weaver both hands free to
weave. With the low-warp loom, the weaver alsowesdrom the reverse side of the tapestry;
the cartoon in this case is cut into strips andgabeneath the warp threads for the weaver to
follow. The finished tapestry thus presents th@gteof the cartoon in reverse. Medieval
Franco-Flemish tapestries were generally producddw-warp looms while the Gobelins used
exclusively high-warp looms in the nineteenth centu

The high-warp technique preserved the cartoon asloensidered more “artistic”
during the nineteenth century because the weavers mot copying a cartoon directly in front of
them. Tapestries woven on a high-warp loom, howeare technically indistinguishable from
those woven on a low-warp loom. The low-warp teghe was faster, as the weaver could

weave with both hands, which made it appropriat@afome when tapestry was in great demand



by a wide range of society. The Gobelins, beiagesbwned and operated, had no incentive to
weave faster to keep up with market demand. It) the weavers had too little work rather than
too much work as new models were hard to comerytlze Gobelins became infamous in the

nineteenth century for their “proverbial slowne$s.”

Part Il examines the needlepoint hangings of Atestaillol, Paul Ranson, and Jozsef
Rippl-Rénai, the three Nabis who were actively eygghwith making “tapestry” in the 1890s
when Vuillard was developing his tapestry aesthelticthis section, | focus solely on the wall
hangings that these artists designed and excline textile works, such as screens or cushion
covers, as they do not share the goals of taptsitythis study is investigating. Technically,
Maillol began working with tapestry before he beegpart of the Nabi orbit. However, his work
was aligned with Nabi medievalism, which made himatural fit for the group when Rdénai
introduced him to them in 1894.

This section compares and contrasts the approaéiésillol, Ranson, and Rénai to
needlepoint “tapestry,” in order to elucidate issoéart’s relationship to industry, nationalism,
ideals of patronage, and gendered labor. Withrcetgathe last issue, it was the artists’
wives/companions—Clotilde Narcisse, France Ranaod,Lazarine Boudrion— who executed
the majority of their designs. The practice of Nethis bears comparison with that of William
Morris, both at his Merton Abbey Tapestry Works #émel embroidery workshop of Morris &
Co. Although my study emphasizes the French raatsinternal motivations for the fin-de-

siécle tapestry revival, Morris and the EnglishsA& Crafts movement certainly formed a major

® Press clipping froriThe Builder June 4, 1892, MN G.278.



precedent. Nonetheless, the dissemination of Blerwork and ideas in France was belated,
occurring after the Nabis had already begun workingpestry and the decorative arts. Morris
was thus not so much a catalyst or model for theidNas a source of confirmation and
encouragement of their mission. Furthermore, taicGnterpretation of Morris significantly
diverged from the original source.

Morris’s writings were first translated and pubkshin France in socialist/anarchist
journals beginning in 1893, including RévolteLa Société NouvellandLes Temps
NouveauX However, the socialist Morris remained on thedds of French mainstream
consciousness; he soon gave way to a tamer veskidorris as a lover of beauty, especially
after his death in 1896. The poet Jean Lahor la@éait critic Gabriel Mourey were instrumental
in creating and promoting this image of Morris iraiffce at the fin-de-siécfean image that was
more in keeping with French ideas of the decoradive and its relationship to society.

Morris rejected the machine and passionately prechbaindcraft for the well-being of
the worker, and consequently, society. Among #sgh reformers in France, there was more
equivocation about the artist’s relationship touisily’ Some followed the Morrisian creed of

the artist-as-artisan, designing and making them work. Others believed that the artist should

" Herbert,Artist and Social Reformi,6 and Herbert, “Art and the Machine,” 37. Semallfred Métin, “De John
Ruskin a William Morris, Art et Socialismel’a Revue blanch&0 (September 1896): 22-33. For the dissemination
and interpretation of Morris’s writings and ideasHrance see also, Silvermaat Nouveau138-39; Herbert,
Nature’s Workshop29-34, 38; Froissart-Pezorfat dans Tout81-86 and Georges Vidalen@ transformation des
arts décoratifs au XIXe siecle: William Morris—soeuvre et son influend€aen, 1914).

8 Jean Lahor, “M. William Morris et I'art décoragh Angleterre’Revue encyclopédiquep. 89 (August 15,

1894): 349-59; Gabriel Mourefassé le Detroit La vie et I'art a LondréBaris, 1895); Mourey, “William Morris,”
Revue encyclopédigueo. 168 (November 21, 1896): 805-10; Laiwt,Morris etle Mouvement nouveau de I'art
décoratif(Geneva, 1897).

® Scholars give several reasons for this equivooatithe division of labor was part of French luxargft making
and mechanization was seen as an aid for the tigpatisks of a skilled craftsman (see Silvernmfam Nouveaup9-
62 and HerbertNature’s Workshop38). Additionally, French positivism bequeathestrang faith in science and
technology as instruments of progress (FroissaztieArt dans Tout16).



be integrated into the industrial production chdesigning artistic products that would improve
the taste and lives of the French public. Thefaitas a key point for the French context: the
French emphasis was on the artistic product impigpthhe consumer’s life, and not on changing
conditions of labor to improve the worker’s lif&@he varying attitudes of the Nabis towards

handcraft and industry that | discuss in Partél @vidence of the French latitude on this issue.

Part Il analyzes two of Vuillard’s monumental deative commissionsihe Album
(1895) and the Vaquez panels (1896), as exempfdrg dapestry aesthetic. The connection
between tapestry and avant-garde painting wastircommon trope, not unprecedented in art
criticism before Vuillard exploited this comparisfor his own artistic ends. In 1886, Félix
Fénéon wrote that Georges SeuraisGrande Jatte“unrolls, a monotonous and patient
tapestry,” likening the myriad little dots to thegular crossings of warp and wéft.Gustave
Geffroy, an influential art critic who would lateecome the director of the Gobelins, made
tapestry his code word for successful avant-gardela 1892, Geffroy praised Edgar Degas’s
landscape monotypes exhibited at Durand-Ruel ge&taies hung in secret boudoif$.’He
also admiringly wrote of Cézanne’s landscapes B¥18His painting then takes on the muted
beauty of tapestry, arrays itself in a strong, tarious weft.*?

In my study of Vuillard, | move beyond the supedimbservation that these paintings

resemble tapestry in their composition and factun@ explore other ways in which the artist was

10 Cited in Stumpel, "Grande Jatte," 211.

1 Geffroy, La vie artistiquevol. 1, 177.

12 Cited and translated in Nochlitmpressionism1.06. The comparison of Cézanne’s work to tapestyld
continue in the early twentieth century. See Angdodernism at Home,” 216 and Shiffézanne and the End of
Impressionism123, 173, 285n58.
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drawing from the textile medium. One of my maigwanents is that tapestry provided Vuillard
with a haptic model that he then imported intogasting. The haptic and tactile experience of
art is receiving increasing attention in scholgrshn fact, the consideration of the sense of
touch in literature, intellectual history, culturaktory, and in fields as far flung as alternative
medicine and computer engineering is a thriving sftinquiry’® Clearly the loss of the haptic
sense in today’s digital world, or even the stradigerce of touch from texture characteristic of
mobile devices, has encouraged a renewed engagentlerfand revealed the human need for)
the tactile sense. The haptic and the tactileyghaelated, are not interchangeable terms and
here it would be useful to distinguish them. Tlagtcan be considered as a subset of the haptic,
as a haptic sense. Haptic perception, besidabtyaatcludes other senses such as
proprioception, which refers to the body’s sensgsgif in and moving through space.

In art history, the ocularcentrism of modern ard amodern art scholarship seems to have
reached a saturation point, such that scholars begen turning their attention to art’s
relationship with the other senses, especiallyhdficThe turn towards the haptic has been a turn
towards a foundational text of the discipline, Al&eigl’'sLate Roman Art Industr§d901).

Reigl constructed ancient art history as a progvassom the haptic to the optic, terms that he

13 See for example Abbie Garringtdfaptic Modernism: Touch and the Tactile in ModerMgiting (Edinburgh:
Edinburgh University Press, 2013); Constance CigSd®e Deepest Sense: A Cultural History of To{idtbana,
IL: University of lllinois Press, 2012); Mark Pasen,The Senses of Touch: Haptics, Affect, and Techiesl@gew
York: Berg, 2007). Interestingly, in computer siation technology, textiles have become the paradigc model
for haptic interaction in virtual reality systemSee Dennis Allerkam@,actile Perception of Textiles in a Virtual-
Reality SystertBerlin: Springer-Verlag, 2010) and Guido BottchHéaptic Interaction with Deformable Objects:
ModellingVR Systems for Textilédew York: Springer, 2011).

14 See for example Patrizia Di Bello and Gabriel kaas, edsArt, History and the Senses: 1830 to the Present
Burlington, VT: Ashgate, 2010; Janine A. MileBfease Touch: Dada and Surrealist Objects afterReadymade
(Hanover, NH: Dartmouth College Press, 2010); T3aiith, “Limits of the Tactile and the Optical: Baws Fabric
in the Frame of PhotographyGrey Roomno. 25 (Fall 2006): 6-31. Ewa Lajer-Burcharth'cle, “Pompadour’s
Touch” is an early precedent of this trend.
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associated with distance, or near versus far. &\th# optic was conceived as a “higher”
perceptual mode, Reigl demonstrated that the haptiche optic were in fact interdependent,
that they formed a dialectic. Touch was a necggs@cursor to vision; it defined the viewer’s
sense of objects in space, or confirmed the taagédlity of the object in space. The current
academic attentiveness to touch, or the imbricatfagight and touch, is also indebted to
Maurice Merleau-Ponty’s phenomenological concemrobodied perception; as well as Luce
Irigaray’s theory of touch as the female counterpathe male gaze. Although | don’t “apply”
any of these theories to Vuillard, they do form tbiendation for my interest in and
understanding of the haptic and tactile.

Another main goal of this section is to place \antl within the wider context of material
culture, and consider how his works intersecteth aitd participated in the marketplace. This
goal is not as disconnected from the previous grieraay seem. touch was newfound sensory
territory for the late nineteenth-century consumehe rise of the department store transformed
the concept and practice of shopping from a chmeefleasure; it became a leisure activity in
which the sumptuous textures of the store’s intsramd the act of touching the merchandise
became part of an elaborate consumer seductionlaM(s attraction to the tactile is perhaps
related to its consumer appeal; certainly the sasseciations of pleasure, comfort, and
connectivity that made touch a winning sales stiater department stores made it appealing to
Vuillard. In any case, | focus my study on how Nard’s tapestry-like paintings fit within the
array of choices for bourgeois mural decoratiorthenmarket, including wallpaper and imitation

tapestry.
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This dissertation thus recovers the dialogue betvwagestry and painting in the late
nineteenth century, both at the Gobelins and antahgd\abis; a dialogue that attempted to
define modern art and art’s role in modern sociéite fragility of tapestry—its extreme
sensitivity to light, to pests, etc.—along with m®numentality have made these objects difficult
to store and display. Lack of public exposure drayg aided and abetted the lack of knowledge
and appreciation of these works. Yet they wereaaadntegral to our understanding of a
changing technological world and how private induals and the state sought to maintain a

sense of groundedness in the face of a new century.
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PART I.
Looming Change: The Gobelins at the End of the Nirteenth Century

The history of French tapestry during the nineteeeintury is often dismissed by
scholars as a period of severe decline; in faet,Seholars outside of specialists in textiles and
tapestry are even aware that the Manufacture redéates Gobelins continued producing at this
time. Tapestry’s relevance as an art form had segyndisappeared along with tla@cien
régime Pascal Francois Bertrand’s overview of the mieeth century in the co-authored
volume,Histoire de la Tapisserie en Europe, du Moyen Agesijours presents one of the
more generous assessments of the period. Whiteoad&dging that the general scholarly
attitude towards nineteenth-century tapestry ag ‘wirthe worst errors of the art of weaving” is
perhaps too harsh, he does not attempt to rebigyjudgment, which he believes contains “a
background of truth®® Instead, his chapter seeks “to give to the athisfcentury its rightful
place in a general history of tapestf§.’Bertrand’s equanimous treatment of this periditde
the goal of a survey volume and opens up the G&ldquiry on more neutral ground.

My study focuses on the Gobelins in the late niette century, specifically after 1871
when parts of the manufactory were burned duriegitaris Commune. This period of
reconstruction was characterized by multiple itinglattempts to redefine and revitalize the
mission and identity of the Gobelins, and concontiyathe art of tapestry. While like Bertrand,
| would not seek to overturn the generally nega¢isgmation of the artistic merit of the

Gobelins’ nineteenth-century production, | woukklito go one step further than his rectification

13 «celui des pires errements de I'art des licesh fand de vérité,” Bertrand in Joubert et Hlistoire de la

Tapisserie 264. Unless otherwise noted, all translationsnfiFrench are mine.
% «rendre & I'art de ce siécle la part qui lui rextidans une histoire générale de la tapisseri@” ib
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of scholarly neglect. In Part | of this dissexatil recover or uncover what was at stake in these
intensely interesting, sometimes beautiful, andetomes blunderingly awkward works.

Tapestry histories cite the central problem ofrilmeteenth century as the devolvement of
tapestry into reproduction of painting. | arguewever, that the underlying issue was the
anxiety surrounding industrialization and technatafjchange in a new republican nation.

The Gobelins, a hangover from thecien régimehat practiced an archaic handcraft,
struggled to find a place in the Republican andrpeois world of steam-powered machines, the
Eiffel Tower, and mass production. The Gobelinthmlate nineteenth century was thus caught
in a tug-of-war between trying to adapt to and mpooate this new technological world, and
reinvesting or taking pride in old artisanal wagsaareaction to the former. This conflict is
evident in the see-sawing of the manufactory’svéats over the course of three directorships,
that of Alfred Darcel (1871-1884), Edouard Zach&erspach (1885-1892), and Jules Joseph
Guiffrey (1893-1908). | will examine a selectiohneajor new works undertaken during these
three tenures (as opposed to re-weavings of antiedelsj’ in order to explore the questions of

art’s relationship to industry, and industry’s tedaship to French patrimony.

" For a complete list of the Gobelins’ productioorfr 1871-1900, see Calmett&sat général des tapisseriet56-
60.
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CHAPTER 1. Alfred Darcel: Reconstruction and Experimentation

The night of May 23, 1871, the Manufacture natiergg¢s Gobelins erupted in flames
that consumed the manufactory’s galleries, its scfay apprentices, a tapestry atelier, countless
reams of documents, thread samples, equipmentfasalirse, finished and unfinished
tapestries. Personnel of the manufactory speeéttiays and two nights stamping out all the
fires*® Transformed into a communard base, the Gobeénarhe a casualty of revolution in a
way that it had avoided during the first French &ation less than one hundred years eatfler.
For six months, the manufactory was in chaos, tloeless. The head of the dye laboratory, the
renowned chemist Eugéne Chevreul, served as thafawory’s interim director until Alfred
Darcel, a curator at the Louvre, was appointedondinber 1871.

Darcel had the challenging responsibility of phg#icrebuilding the Gobelins, yet his
tenure was not bogged down solely by brick-and-arardncerns. It was in fact marked by
creative experiments that, though not all succéssfuealed an interest in exploring new
technical and technological possibilities. Dameshed in both directions—reverting to ancient
ways and incorporating contemporary science—aesstfrig out new identities for the Gobelins.
Indeed, Darcel was ultimately seeking to answeigthesstion, what is modern tapestry? And
what role does it play in modern society? To begifind an answer, his first new commission
for the Gobelins seems to have had the primary gfo@turning tapestry to its decorative

tradition and rediscovering its original function.

'8 Comptroller to the Director of Fine Arts, June 1871. AN F21/677
9 For a history of the buildings and site of the ofactory during the nineteenth century, see Gas@oeral,La
Manufacture des Gobelin8;11.
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Soon after being appointed directadfinistrateuy of the Gobeling® Darcel met with
Charles Garnier, architect of Paris’s new operashatill under construction, to find a suitable
place for a new set of tapestries within the baddi They settled on the eight narrow panels
between the doors and windows of the rotunda, wivia$ projected to house a restaurant for
opera subscribers. Garnier apparently requestiedign of ornamental flowers and animals;
Darcel, however, looking for a prestigious projecirthy of the skill of the Gobelins weavers
and worthy of being the first new commission of tesurrected manufactory, advocated for a
figural ensemblé! The result was a set of eight allegorical figysessonifying various
beverages and foodstuffs designed by the acadamitep Alexis-Joseph Mazerolle (Plates la-
d). The figures, representing Wine, Fruits, HugtiRishing, Pastry, Ice Cream, Coffee, and Tea,
are all perched on an openwork ledge of twistirapbhes and placed against a blank
background, like Rococo arabesques. Their volumeteighty presence, however, belies the
decorative flatness of their framework and the edraf spatial insubstantiality. They instead
recall Renaissance and Baroque sculptures in wigahes step out of their niches towards the
viewer, or twist and turn to invite the viewer’'saimnavigation. In a way, the stylistic
contradiction of Mazerolle’s design matched théistig heterogeneity and sensuous plasticity of
Garnier's Opéra. Like the tapestries’ future sunding décor of gilded mouldings, trophies,
cartouches, and grotesque heads that burst oughrrélief from the two-dimensional paneled

wall (Plates 2a-b), Mazerolle’s tapestry figuresnvi®wards the sculptural.

% The title changed fromdirecteurin the eighteenth century smiministrateurduring the First Empire, a
modification that signaled a gradual shift in thutherity held by the director of the Gobelins. g Third

Republic, theadministrateuad no official authority to spend money, commisgieodels, etc. Every expense and
every decision had to be approved by the Direct®iiree Arts. This bureaucratic encumbrance wasreason for
the Gobelins’ difficulties during the nineteentmagy.

2L CalmettesEtat général des tapisserieks5
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Some critics were ambivalent about this qualityhef tapestries. Discussing them
alongside contemporary Gobelins works like DiogBhgsse Maillart’'sPenelope at her Loom
(Pénélope a son métiefPlate 3), Alexandre Denuelle protested, “Theffeg of Mr. Mazerolle
destined for the Opera are also too real, althdligh are more frankly decorative; the modeling
is pushed to exces$” Denuelle seems to have been responding to tHfasing incongruity
between the decorative background of flattenedespad ornamental flora, and the three-
dimensionality of the figures; Mazerolle’s desigme at once decorative and illusionistic.
Granted, the tapestries, although finished by 1&/&se not yet installed when Denuelle wrote
his report in 1877° He therefore could not see how they respondéftetspace. Nevertheless,
others were able to imagine them ensconced at pleeaCand praised the new tapestries as a
triumph of the medium. One reviewer frdra Gauloiswho witnessed them still on the loom
declared, “[The Gobelins] have understood thattthef tapestry should not be used to
reproduce, without purpose, the paintings of Oldstdes, by seeking to servilely imitate the
tones of oil paint. [...] We will see at the Opera first victories of the great art of tapestry
returned to its original vocation, the decoratidmvalls.”?*

To contextualize this reviewer’'s comments, Gobghreluction earlier in the century

largely consisted of reproductions of paintinger &xample, Antoine-Jean Gro$gsthouse of

Jaffa(Les Pestiférés de Jaffajas woven from 1806-14; or during the Second Empirseries

22« es figures de M. Mazerolle destinées & 'Opémaaassi trop de réalité bien qu'elles soient pfasdhement
décoratives; le modelé est poussé a I'exces.” Oenapport adressé...I'Exposition Universelle de 188

% Due to administrative delays and budget issuestapestries were not installed until 1889, at Wigioint the
space was no longer slated to be a restaurani8ad,Charles Garnier’'s Paris Opéral95.

24*0On a compris que l'art du tapissier ne devaitéias employé a reproduire, sans but, les tabldauxaitres, en
cherchant a imiter servilement les tons de la peén& I'huile [...] Nous verrons a I'Opéra les pess victoires du
grand art de la tapisserie rendue a sa destinatigimaire, la décorations des murailles.” FervasjiNotes sur
Paris,"Le Gaulois March 18, 1873, MN G.277.
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of twenty-four portraits of great French paintesaylptors and architects was woven and hung in
the Apollo Gallery at the Louvre. What t@@auloisreviewer celebrated was the commissioning
of models explicitly for tapestry set within a paniar architectural framework. The cartoons
could then be conceived to respond to their intdrslgroundings, as Mazerolle’s tapestries did.
The reviewer's comments reveal that by the latete®nth century, the practice of the
tapisserie-tableaupr a woven reproduction of a painting with no tielaship to an architectural
interior, was falling out of favor. Although dugrthe mid-nineteenth century, tapestry copies
after paintings were acclaimed as evidence of thieelns’ technical virtuosity, a reversal of
taste ensued after the advent of the Third Repdbli€ritics and reformers instead began to call
for a sense of medium specificity, for a distinotimf approach and aesthetic between these two
genres of art.

The idea of medium specificity of course forms dinigin point of the modernist painting
narrative and here we can see a kind of prefigumadf it at the Gobelin€ The scholar Joseph
Masheck has tied painting’s march toward flatnegfi¢ design reform movement in England,
where medium specificity dictated that textileswdhdeature perfectly flat compositiohs.The
intersection of the debates at the Gobelins witis¢hin England are not surprising as both were
a reaction to industrialization, however, they weoé wholly analogous. The Gobelins’
concerns centered around the French notion ofdbedrative,” which as we have already seen

was a protean term that meant different thingsfterént people. In the case of the Mazerolle

% pierre Vaisse, however, points out that the batkigainst the tapisserie-tableau already begaer tinel Second
Empire and only became more vociferous during thiedTRepublic. Vaisse “La Querelle de la Tapisséri®.

% This narrative was laid out by Clement GreenbertAvant-Garde and KitschPartisan Revievé, no. 5 (1939):
34-49.

2" Masheck, “Carpet Paradigm.”
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tapestries, “decorative” implied the use of ornataemotifs and flattened space, but more
importantly, the way the works were designed tordimate with an architectural interi6t.

The architectural destination of Mazerolle’s tapgest however, was a point of
contention. Several critics lamented the choicsitefand what it represented. Francois Duclos
asked scathingly:

Have we had enough of cafés, masquerades, libatimgersgouper-régende and

contemporary civilization? And how well is the rmaad and social genius of the

architect represented by this pending refreshmanobhigh taste, hung with original

and splendid tapestries that the smoke of cigdthawe ruined in the space of six

months? There is only one thing missing in ourwia seventh panel, the best situated

of all, that we should commission of Mr. Mazeraied that would represent...

Tobaccd??

Duclos condemned the frivolous, commercial natdir@ i@staurant in the Opera as a site for the
high art of tapestry. Earlier in his article, hriéicized the design of the new opera house as more
concerned with the spectators’ activities at inissnons than with the music. Tapestry, like
music, was being unfairly sidelined in Garnier'smament to consumerism and the ephemeral
commodity. Ironically, Duclos predicted that tajpesvill be made into just such an

ephemerality by its placement; not only would iisreundings confer commodity status, but the

exposure to products of bourgeois leisure (iearcggnmoke) would physically ruin the works.

2 Some critics still praised Mazerolle’s Opera tapes in terms of the tapisserie-tableau, demotistrahat
standards of taste were in transition. For exanipkes six panneaux de tapisserie qui doivent olmeestaurant du
nouvel Opéra imitent la peinture avec une saistssadrité," "Courrier Parisien|‘a Concorde September 3, 1874;
or "Ce sont tout simplement des chefs d'oeuvrdapisserie ou la laine et la soie ont reproduéuiae du peintre,
sans altérer en rien ni I'éclat de couleurs, finkesse du dessin, ni I'expression des physiondniiefigaro, July 9,
1874, press clippings from MN G.277. | take thessmments to mean that the weavers remained faitinfile
cartoons. The point remains that the tapestries wenceived to complement a specific architectspake.
#“Est-ce assez café, bal masqué, souper-régembdlisation contemporaine? Et que le génie a la fousicale et
social de l'architecte est bien attesté par cétterve d'une buvette de haut godt, tendue en ¢gigis®riginales et
splendides que la fumée du cigare aura perduesiwudb six mois? Il n'y manque a notre sens qwhose: une
septiéme panneau le plus en situation de tousy gig'erait commander a M. Mazerolle, et qui représait... le
Tabac" Francois Duclos, "Exposition de I'Union Centilak Arts Industriels et des Manufactures natiorlales
Figaro, August 22, 1874. MN G.277.
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Another critic also regretted that the Mazerollgesstries, installed in the restaurant, would
become mere café decoration; he warned that it'letter not to compete with private
industry.”® The Gobelins’ relationship to private industryvldlater be censured by Edouard
Gerspach, but during Darcel’s period of reconstongtthe manufactory remained open to all
possibilities and was therefore open to mediactsitn as well.

Given this negative reception on the part of sontes, why did the Gobelins choose
Garnier’s Opéra as the site of its first post-Comemaommission? Why not other public
buildings, like the twenty district town hallséairies, which were being renovated and
redecorated during that tinte?After the Commune, the government of the Thirgbgic
embarked on a major rebuilding campaign and comaomesd scores of artists to execute mural
paintings for the civic buildings being remodelingheir own ideological imag&. The rhetoric
of empire was replaced by the rhetoric of the Répaib state, which included ideals such as
civic duty, universal suffrage, mandatory and eeular education, etc. The Gobelins would
not execute a tapestry for a maiietil 1902, and then it was for its own districttbé
thirteenth®® This lack of involvement with the mairies perhapgaks to the manufactory’s
uncertain and undefined position vis-a-vis the Rapublic. Founded as a royal manufactory,
the Gobelins had largely produced work for a momaror imperial purpose. The short-lived

First and Second French Republics were not actviegs for the Gobelins; the very existence

% “mieux valait ne pas faire concurrence a l'indegtrivée,” "Expositions (IVe) de L'Union centrales Beaux-

Arts appliqués a I'Industrie. - Exposition des Mictures nationales (Sevres, les Gobelins, BeauVais
L'lllustration, August 22, 1874. MN G.277.

3 paris was officially divided into twengrrondissementin 1860; eight new arrondissementsre created from
annexing the suburbs to the twelve original arrsseinents.

32 See Burollet et alTriomphe des Mairies

* The Glorification of Colbertdesigned by Jean-Paul Laurens, woven 1902-06, Gedléétes, mairie du Xllle
arrondissement.
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of the manufactory was in fact threatened undetatier>* The manufactory thus had to
negotiate a new role for itself in a democrati¢estaMoreover, the political turmoil of the
nineteenth century made it clear that republiceewert “sure bets.” Darcel seemed to have
prudently adopted a wait-and-see approach befagagemng with the Republican regime.

The new opera house was a far more politically gomnis edifice than the programmatic
mairies Begun under the Second Empire, it was completeléithe Third Republic.
Christopher Mead has argued that the building,utinadhe structure and style of its facade and
due to its institutional history, possessed a aegalitical and representational mobility; in othe
words, it represented neither or either adminismat® Indeed, the indeterminate classicism of
the Opéra served as an empty signifier to be falled mobilized by each passing regime. In the
case of the Third Republic, it was touted as a ®jyrabFrench nationalism, of continued
cultural triumph after the defeat of the FrancodBran War. Furthermore, Mead argues, the
architecture of the Opéra, in its relationshiphte surrounding buildings, embodied a general
idea of luxurious Parisian urbanity, and the od&tare of public and private inherent in
bourgeois urbanism. Garnier himself describedpera house in terms of domestic
architecture, an intimate home in which to enjquualic spectacle. In this way, the architecture
reflected the institutional character of the optgelf as a publicly subsidized institution thadal
depended on private funds in the form of tickeésand subscriptions.

| suggest that the indeterminacy of the Opéra duitr the Gobelins’ first commission

after the fire. Circumventing either imperial epublican associations, it was simply a high-

¥ vaisse, “La Querelle de la tapisserie,” 73
% The following discussion is taken from Me#&@harles Garnier's Paris Opéreb, 118, 194-95 and Mead, “Urban
Contingency,” 140-42, 164-69.
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profile, luxurious showcase for the achievementSrehch culture. Its public yet private status
perhaps appealed to Darcel, not only as a setigigcombined the sumptuous home with the
public monument, both fitting environments for tagpg, but also as a model for the future of the
Gobelins. The Gobelins operated solely on goventrfusnds and was not allowed, by its
tradition as a royal manufactory that worked exelely for the king, to independently produce
for the private market. This of course severetyited the manufactory financially. Although
there is no evidence that Darcel moved to changectistom, in the 1870s he was open to
engaging with private industry. He wrote in higiteilown newpaper, thiournal de Rougn
“The national manufactories, as we have seen, fudlosved, if they have not sometimes
instigated, the movement that is bringing modedustry towards a broader and more accurate
understanding of the laws of decoratidh.Darcel’s comment reveals that the Gobelins was at
least paying attention and responding to the deweémts of private industry. The commercial
yet institutional setting of a subscribers’ restairat the Opéra was thus possibly intentional, a
cautious foray into associating or exposing the&lob to a private market. The commercial
appeal of the tapestries was confirmed in 1886 vthe firm of Hamot et Cie requested
permission to reproduce Mazerolle’s designs andtsein on the open markét.

The Opéra held other, more culturally and emotignalsonant, associations that marked
it as a suitable location for a new Gobelins consiois. It was first and foremost a space of

theater, both on and off the stage. Garnier'sgiesf the grand staircase, the foyers, the

% «|_es manufactures nationales, on le voit, ontissivparfois elles ne I'ont pas provoqué, le moeemmui porte
I'ndustrie modern vers une comprehension plus latg#us exacte des lois de la décoration.” Alfbedcel,
"Lettres sur I'Exposition. Les Manufactures natlesd Journal de RougnJuly 29, 1878.

3" MN GOB Box 51, dossier 24. Permission was graptedided that the tapestries were reproduced rostably
different scale than the originals and that theyewsearly marked as the products of Hamot et Cie.
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viewpoints across the balconies and through thedoss, all served to frame the spectating
public as their own theatrical entertainm&htTheater, in turn, was tapestry’s original funatio
From the Middle Ages through the eighteenth centiagyestry was an integral part of royal and
religious pageantry. Unrolled and hung both indard out for coronations, state marriages,
feasts of saints, reliquary processions, tapestrthe stage for secular and sacred dramaturgy.
Even when the monumental size of tapestry sets seaied back to fit into Rocodwtel
particuliers they still served as the requisite backdrop toprormance of rank and status
among the aristocracy. In a way, Darcel’s choice of the Opéra as thaitectural site of the
Gobelin’s commission returned tapestry to its histd roots in order to modernize it.
Mazerolle’s designs became the backdrop of bousgesiformance, the stage set in a theater of
consumerism. As the bourgeois state replaced trarohy/empire, tapestry had to change
what and how it represented. Instead of the mtimofigure of the ruler, tapestry here
embodied the proliferating desires of an urban geaisie. Garnier's Opéra became an even
more resonant site when the old opera house oRukd_epelletier burned down in October of
1873. Like the Gobelins, the Paris Opéra wassaree also rising from the ashes of a fire. It
opened for its inaugural performance on Januafy835, ready to be redefined in the new Third
Republic.

Darcel’'s second new commission continued this nafdeflection on the history of
tapestry and the Gobelin®enelope at her Loomlesigned by Maillart was alternately titl&te

Symbolic Representation of the Manufactidg figuration symbolique de la manufacture

3 Mead,Charles Garnier's Paris Opéral13-27
39 See ScottRococo Interior114-15.
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Woven between 1873 and 1875, this self-reflexipestry depicts the personification of the
Gobelins in the guise of Penelope, Odysseus’sftaithife. Penelope, a mythic origin figure of
the art of weaving, here represents a new begirfointpe Gobelins. As she weaves, unravels,
and re-weaves, she mirrors or prefigures the God¥edtops and starts over the course of the
nineteenth century to create modern tapestry. |IBeaawaits Odysseus perhaps as the Gobelins
awaits the return of the grand decorative tradjttbe return of tapestry as the highest expression
of art. The shroud of Odysseus, the death of tapas a great decorative art, will not be
realized. Aside from this somewhat heavy-handethpi®r, the overriding theme of this
composition is tapestry technique. Maillart la@stattention on the details of the warp-weighted
loom, a reconstruction based on an Attic vase jmaj/it as well as the multiple colorful shuttles
in Penelope’s basket (Plate 4). Itis a tapedipuaithe making of tapestry.

Penelopavas in fact intended to be a pure exercise innieahexperimentation. It was
not commissioned with any architectural interiomimd. Instead, Darcel used it as a test case
for his idea of uniting high-warp tapestry and Sawerie carpet technique. The Savonnerie
manufactory was incorporated into the Gobelins§26lL By the advent of the Third Republic, it
had lost any sense of independent production asdmsteady decline. New weavers ceased to
be recruited as the colossal carpets that werbalmark of the Savonnerie were no longer in

demand. The Savonnerie workshop, in order to nemetive, reverted to producing folding

“0"Des vases grecs montrent en effet, dans leunsuses, Pénélope devant son métier ... Ce métierayéeé
restitué dans la tapisserie de Pénélope, d'apr& Maillart,” Alfred Darcel, "Exposition Universiel. La
Tapisserie.Le TempsOctober 31, 1878. MN G.277. Gastinel-Coural djgcthat the loom was copied from a
Vulci cup (La Manufacture des Gobelin87). See also, Henry Havatds arts de 'ameublemengl. 10,La
tapisserie(Paris: Charles Delagrave, 1893), 73 Plate 43age painting of Penelope at her loom is used as
evidence of the construction of ancient Greek ladf@rard deduces that they were vertical structureghich the
warp threads were held down by weights and weastimymenced at the top.
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screens and other small decorative panels. Wetldise of giving otherwise idle Savonnerie
weavers work, Darcel proposed that Maillart desigrders for his tapestry to be woven as pile
carpet. The result was not only a way to utilize s$kills of the Savonnerie weavers, but it also
presented a microcosm of the manufactory’s prodaocti

Penelope at her Loomvas exhibited at the Philadelphia Centennial Exjoposin 1876,
undoubtedly as a demonstration of the virtuosorteeth capabilities of France’s state
manufactories. It attests to Darcel’s keen intaresreative research to expand the possibilities
of the textile arts. His experiment, however, wasgreeted enthusiastically by the Ministry of
Fine Arts. In 1878, wheRenelopewvas sent to the Universal Exposition in Paris,Sagonnerie
borders were replaced by a gilded wooden framaptd of its carpet borders, the work lost its
raison d’étre In a review of the Gobelins’ exhibition, G. di&yldismissedPenelope at her
Loomas a “painting in wool ... that we will be very emizssed to put up as a decorative
work.”** Maillart's design was converted into a tapisséaigleau when it was placed within a
frame conventionally used for painting. Darcel Wy to revive his idea in 1879 when the
Gobelins was working on a commission to decorageggtiand central staircase of Luxembourg
Palace, the seat of the Senate (to be discussbd mext chapter). He proposed giving the work
of creating the borders to the Savonnerie workshepghe Gobelins had more work than it could
handle at the moment. Edmond Turquet, undersegrgtéghe ministry of Fine Arts, quickly
rejected the idea, however, and told Darcel thdtdped he would find work that was more

worthy of the Savonnerie weavers’ wagés.

L "tableaux en laine ... qu'on sera fort embarrassgader comme piéce decorative,” G. d'Olby, "Exparsit
Universelle de 1878l'e Pays October 15, 1878. MN G.277.
“2 Darcel to Turquet, April 24, 1879 and Turquet tar€el May 1, 1879, MN GOB Box 51, dossier 15.
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Darcel persisted in his experimentations and irb18e ordered a “trial of textile
simplification” in the form of a small, vertical pal depicting Saint Agnes (Plate8)f the
Mazerolle Opéra tapestries brought the medium badk original function as theatrical
architectural ornamengaint Agne¢Sainte Agnés designed by Louis-Charles-Auguste
Steinheil and woven by Emile Maloisel, brought stpgback to its technical origins, to a
simplicity reminiscent of the fifteenth century.ai2el made the unusual and inspired decision to
give Maloisel, one of the most skilled and respgstenior weavers at the Gobelins, a cartoon in
black and white. Maloisel had the directive to @d®the colors himself and employ the
minimum amount possible in his execution of thekyespecially with regard to the modeling
of the figure. Thus, the palette is dominated BynSAgnes in a blue robe standing against a
uniform red background. Maloisel furthermore usedrse carpet wool to execute everything
except for the flesh of Saint Agnes, which was wowefine tapestry wool. To understand the
significance of these choices and how they wermvarsal of nineteenth-century practices, we
must turn again to the tapisserie-tableau

Tapestry had always been a translation of a paicaetdon into woven thread. The
perceived problem of the tapisserie-tableau ohiheteenth-century however, was that it was a
copyand not a translatiofi* In pursuit of the perfect copy, the Gobelinsitnsed two new
practices over the course of the century: a weatdolgnique called the Deyrolle system in 1820;
and modern chemistry research to create thousdmasnodyes, the better to approximate any

shade in any painting. The Deyrolle system was to transition almost imperceptibly from

3 CalmettesEtat général des tapisseriek59
* See Vaisse, “La Querelle de la Tapisserie,” 68.
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light to dark tones, or from one color to anotheptgh optical mixing: two or more weft
threads of the same saturation would be superpageds the warps in the desired section. For
example, in Mazerolle'8Vine,the shadow of the figure’s robe is created bygpgsing rose and
green weft threads, the complementary colors ergaivibrating grey effect when seen from a
distance. Traditionally, when transitioning fromghit to dark, the weaver would simply
superpose the light and dark threads in decreasiaggasing proportions. If, for instance, the
desired section consisted of fifteen warp thretus|ight-colored thread would be woven
through all fifteen threads at the first pass, tteanat the second pass and five at the third.

The Deyrolle system allowed the weaver to transt¢apéstry’s inherent materiality and
imitate the effects of oil paint. Oil paints cam lblended to create translucent layers that transmi
and reflect light; dyed wool threads, by contraat) only be juxtaposed or superposed.
Furthermore, the structure of tapestry, which ieh#y includes gaps or channels between warps
and wefts, as well as the fibrous nature of woaltknto absorb light. A nuanced approach to
coloring and shading was therefore unnatural tdapestry medium. The Deyrolle system
overcame these obstacles to achieve an oil-patikagffect of subtle modulation and
transparency.

The Deyrolle technique’s basis on the principl®ptical mixing prefigured the arrival of
the new director of dyes in 1824, Eugéne Chevie@hevreul was a celebrated chemist who
had analyzed the chemical composition of seveltairabdyes when he was appointed director

of the Gobelins dye workshop, a post he retaingil 1883. Although he was hired to work on

> The Deyrolle system can thus be added to Joseshdg#’s citations of craft/design practices thafigured
modern painting’s investigation of the optics ofaro“Carpet Paradigm,” 82-83.
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the solidity of the manufactory’s dyes, he is begiwn today as a catalytic figure in the history
of modern art for his 1839 publicatio@n the Simultaneous Contrast of Col{De la loi du
contraste simultané des couleurk. .Briefly put, Chevreul discovered that the péred

intensity of a color depended on the hues of itghimring colors and not on the value or
saturation of the color itself. The law of simuk@aus contrast, and the chromatic circles
Chevreul devised to help illustrate it, are mostdas for spurring Georges Seurat to develop his
theory of chromoluminarism (ie., Neo-Impressionisrirydeed, Chevreul’s discoveries seem to
have had more impact on the practice of avant-gaad#ing than they did on the practice of
weaving at the Gobelins.

As the rhetoric against the tapisserie-tableawnsiteed in the late nineteenth century,
however, Chevreul was blamed for the exponent@akiamse in availability of colors and the
subsequent decline of tapestry into servile inotabf painting. In a report on the industrial
products sent by France to the 1871 London Exposi€Chevreul was held responsible for the
poor artistic quality of the Gobelins’ contribut&riThe illustrious inventor of the chemistry of
fats has impeded rather than advanced our manuftbrough his erudite research on color.

In composing his chromatic keyboards in which threes are counted no longer by halves but by
infinitesimal differentials, so to speak, he hastapestry in the state of rivaling...oil painting,
which is detestable’® However, just as Chevreul had nothing to do withDeyrolle system

which predated him, this report’s accusation wasimformed.

6« illustre inventeur de la chimie des corps geaplutét entravé qu'avancé nos manufactures pasasesits
recherches sur les couleurs. En composant cegrdastiromatiques ou les tons se comptent, norpgludemi,
mais par des différentielles pour ainsi dire irtBsimales, il a mis la tapisserie en état de geal|...] avec la
peinture a I'huile, ce qui est detestable.” “Acades Sciences. Séance du 28 octolue,FempsNovember 2,
1872. MN G.277.
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Since the eighteenth century, when the Gobelinglgao replicate the pastel colors of
the Rococo palette, the manufactory had pursuevanexpanding repertory of colors. This
pursuit took the form of seeking new dyestuffs frBouth America, the Caribbean, Africa, and
Asia. The nineteenth century continued this trémyever, the innovations in dyeing were now
sought through chemistry rather than in exotic fpéard animal materials. For example, Jean-
Louis Roard, the director of the dye workshop beiGhevreul, experimented with new chemical
mordants (the substance used to set dyes int@bhmie)¥ to create new colof$. During his
tenure, the manufactory utilized a palette of @&000 colors; in the seventeeth century, by
contrast, the Gobelins worked with about seventgrso Chevreul, therefore, did not instigate
the move towards the expanded palette; this diregireceded him and he was required to
follow it. Nor was his research into the simultang contrast of colors used to expand the
palette. Chevreul’'s chromatic circles in fact pye@d a reduced selection of 14,400 colors.

What then did Chevreul do at the Gobelins? As meat earlier, Chevreul was hired to
solve the problem of dyes that faded too quickifne consequences of creating tens of
thousands of new colors with untested substanceghaa many did not hold fast, leaving a
labor-intensive, expensive tapestry ruined withliedime or earlier. In point of fact, the
backgrounds of the Mazerolle tapestries were aaifyira brilliant blue; today they appear to be a
washed-out beig& Over the course of three decades, Chevreul peefdthundreds upon

hundreds of experiments testing the solidity ofdiyewater, light, heat, on different fibers, as

*" Roard was the first chemist to run the dye workstied marked the introduction of science to dyeinie
Gobelins. He set up the first dye school at thaufectory. For Roard see Joubert etHdistoire de la Tapisserie
275; Gastinel-Coural, “Chevreul a la Manufactug9’; Caroline Girard, “La manufacture des GobelinsPdemier
Empire & la monarchie de Juillet,” (master’s theSiole nationale de Chartres, 2003), Part |, Ch. 2

“8When Fernand Calmettes described them in 1918 vieee still blue, so the fading must have happened
subsequently. CalmettdStat général des tapisseriek5?2.
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well as different methods of treating wool fibessaccept dye®’ While conducting these
experiments, Chevreul found that in order to measanling and other changes of color, he
needed a standard classification system of cabowghich he could refer. This predicament led
to his development of the chromatic circles basethe simultaneous contrast of color.

The principle of simultaneous contrast was thusnaltely used at the Gobelins as a way
to organize the wools and silks in the manufactosgbre rooms so that weavers could find the
exact colors they need&l.This was no small feat, but it did not impact #wéual weaving of
tapestries nor the number of colors udedhevreul, in fact, found the organizational pesbl
of the store rooms personally motivating; he commgld constantly that having to dye every
single quantity of thread the requested color—a®eed to having the weavers go look for
previously dyed, leftover threads—was a waste stimie and took away from his researthit
was this attitude that eventually created a riftileen Chevreul and the Gobelins administration,
which perhaps led to a climate in which a fametapof French science could be vehemently
criticized and attacked.

As director of the dye workshop, Chevreul’s maisp@nsibility was to match the color
samples sent from the weaving workshop and supethesdyeing of the correct quantity of

material. By the 1870s, however, he didn’'t simgdynplain about this responsibility, he openly

*9 These experiments and their conclusions were decoin fourteen different memoirs to the Academgcince.
See Emptoz, “Apercu des recherches,” 92-95.

0 A letter from Darcel to the Director of Fine Adated June 1873 substantiates this. AN F21/673.

*L Gerspach confirmed this in a handwritten notesading to Arséne Alexandre’s article, "Chroniques
d'aujourd'hui. La Question des Gobelinddris, October 17, 1892: "les théories de Chevreul namais été mettre
en pratique dans la fabrication, les tapissierfegeonnaissent pas." MN G.278

°2 Gastinel-Coural, “Chevreul & la Manufacture ded@ins,” 75.
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ignored it. In a letter from January 1873, Dakgbressed his disdain and frustration with
Chevreul in no uncertain terms:
it's no secret to anyone that the work he purshesethas nothing to do with dyeing and
that the budget of the manufactory pays for re$etirat doesn’t benefit them in any way.
[...] The honorable director of dyes occupies himt®dse days with fat from cadavers
and photography. [...] As for his work on the cont@iscolors, the factory has benefitted
from it indirectly, as the author has been car&diday in a memoir read to the Academy
of Sciences that he only undertook it for Lyon’sa@tber of Commerce. [...] For dyeing
at the Gobelins, Mr. Chevreul is like the watershef Biévre; a prejudic®.
Although exaggerated, Darcel’s withering mentiorhaf contrast of colors confirms that
Chevreul’s famed breakthrough was not highly regdror utilized at the Gobelifi§. Darcel’s
letter also confirms that during the Third RepubGtevreul was no longer involved with dye
research, much less creating new colors for theetBw He was busy conducting research of
personal interest and avoiding professional respiitg > In comparing him to the Biévre,

Darcel was likening him to a polluted river thatlHang ceased to be used by the Gobelins for

dyeing, but which the public still believed wases#sal to the process. Darcel tried to force

3“ce n’est un secret pour personne que les tragaliky poursuit n’ont aucun rapport avec la teirettie, et que le

budget de la manufacture paie des recherches dui peofiteront en rien ... Mie directeur des teintures s’occupe
aujourd’hui des graisses des cadavres et de plagtioigr... Quant a ses travaux sur le contrastealdsurs, la
fabrique en a profité indirectement, car 'aute@nasoin de dire dans un mémoire lu a 'acadénmsesdiences qu'il
ne les avait entrepris que pour la chamber de cooeae Lyon... Pour la teinture des Gobelins Wevreul est
comme l'eau de la Biévre; un préjugé.” AN F21/679.

¥ Darcel refers to the work that Chevreul undertabthe invitation of Lyon’s Chamber of Commerce.1B42-43,
Chevreul taught a course on simultaneous contsagpglied to the textile industry in Lyon. The @Gtieer of
Commerce then offered to pay for not only a pulilicaof the course, but also the production of Ghals ten
chromatic circles in porcelain. These were negatized and the Gobelins instead produced his cioroircles
before he retired. See Gastinel-Coural, “Chevaeial Manufacture,” 76-77, 79.

5 As another example of the latter, an angry excharidetters between Darcel and Chevreul in 18V@ats that
the yellow wool Chevreul had delivered to the weaweas the wrong shade, rendering the architectootifs
green instead of grey. Chevreul responds curtliyemasively that he doesn’t see any problem wighstiade of
yellow. MN GOB Box 57, Dossier: Teinture de 1849884.
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Chevreul into retirement in 1879 on grounds ofitislessnes$,however, the Ministry of Fine
Arts rejected this proposal for reasons of politaslicacy.

As Chevreul would imply in his own defense from teport on the 1871 exhibition cited
above, the number of colors used was the faulh@ihodel. As director of dyes, he had no say
in the choice of tapestry models and his job wamphi to replicate the colors called fJr.His
own expertise in chemistry, specifically in the pedies of dyestuffs and their interaction with
fibers, allowed him to respond to any color demdmmyever he was not the one advocating for
ever more tints and hues.

Saint Agnesynderstood within this context, was a radical respdao the mounting
criticism of the tapisserie-tableau. Maloisel ve#fectively given dabula rasa a black outline
of a figure with some accoutrements to work wighhandful of colors, dominated by a basic
scheme of blue on red, signaled a stripped-dowtheis that shunned the subtle colorations of
oil paint. Maloisel did not use the Deyrolle teue and his deliberately large and visible
hatching, particularly in the modeling of Saint Agis robe, are nevertheless executed with such
sophistication that the archaicizing intent is pale (Plate 6). The use of thick wool (six
threads per cm versus ten threads per cRemelopefor example) as well as stylistic elements
such as the heavy black contour lines, were fudhgnaicizing techniques that evoked rather

than replicated medieval tapestry weavilggint Agnesvas an attempt to capture the imagined

*® Darcel to Director of Fine Arts, November 6, 18Tdaintenant il est de notoriété aux Gobelins, atslles
bureaux de votre ministére, que depuis de longueses M. le directeur des teintures s'occupe deatdre chose
que de ce qui est sa fonction. Les connaissancesaés peuvent progresser par ses travaux, guuserdes
honneurs de la science francaise, mais notre mtiigeinture n'en tiré aucun profit. Toutes lesesbations, toutes
les plaintes relatives a ce qui sort de cet atedigoivent de lui des réponses évasives, et rest fait pour y
satisfaire. Cet état de choses préexiste & moéesatrx Gobelins..." MN GOB Box 57, dossier: Teiatde 1849 a
1884. Darcel would eventually succeed in pushihgu@eul out by creating a sort of emeritus posifmrhim in
1883, director of the laboratoire supérieur de eeches sur la théorie et la constitution des casleu
*"»Academie des Sciences,2 TempsNovember 2, 1872. MN G.277.
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purity of the fifteenth-century when, it was thotigiapestry was a decorative medium that
obeyed medium-specific principles. These inclutheduse of a limited number of “frank”
colors and clearly outlined forms to counteractlitet-absorbing and blurring effect of fibrous
wool; and a planar or two-dimensional approachotmgosition, including a lack of aerial
perspective, corresponding to tapestry’s funct®maral decoration and as a pliable wall.
Along with the greater simplicity and coarsenesthefwork, Maloisel’s role as a full
collaborator in his weaving was a purposeful alngio alleged fifteenth-century practices. On
this subject, Darcel himself wrote, “what freedorasweft to the weavers [of the Middle Ages]
to pick out colors and handle the work following #pecial necessities of their att.'Darcel
and others believed that medieval weavers had ageacy than nineteenth-century weavers and
hence, tapestry in the Middle Ages was an indeparal®l significant art form. During the
ascent of the tapisserie-tableau in the ninetesgtkury, the weaver and the weaving became
less and less an interpreter/interpretation ancerand more of a mechanical producer/product.
Not that Darcel was categorically opposed to tipesterie-tableau. The year before and
the year after undertakirfgpint Agneshe commissioned tapestry reproductions of Domenico
Ghirlandaio’sVisitation (1491) and Jean-Baptiste-Siméon Chardirtie Attributes of Military
Music(Musique guerriereandThe Attributes of Civilian Musi@gViusique champétjg1767), all
paintings at the LouvreHe also, of course, supported the use of the Dieysgktem in
Mazerolle’s Opéra tapestries as well as other casions of the period. Darcel took an

impartial position towards the issue of the tapies@bleau In an 1878 article, he attributed the

B quelle liberté était laissée aux tapissiers [doyh Age pour remonter le tons et traiter 'oewsuivant les

necessities s[éciales a leur art.” Darcel, “Unientcal des beaux-arts appliqués a l'industrie. Bitfum de
I'histoire de la tapisserie Gazette des Beaux-A2s(1876): 430. MN G.277.
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contrast in technique betwe8aint Agnesind these other projects to the requirementseof th
model; he rationalized that the Deyrolle system nesessary for works like Mazerolle’s, but as
models become more simplified, the technique wbeldbandoned. In the meantime, Darcel
argued, the execution of extremes was a testamenétrange and skill of the weavers who
could carry out anything asked of thém.

This claim was not totally true. Although highlyagsed for returning tapestry to the
decorative simplicity of the fifteenth centu§aint Agnesemained an isolated experiment and
was shelved in the manufactory as an exemplarycfspn of fabrication ® Perhaps the artistic
ingenuity required on the part of the weaver wasmaich to expect of the average weaver at the
Gobelins. Maloisel did receive a hundred-francusithe highest bonus possible for a weaver,
for “demonstrat[ing] initiative and ability” witiBaint Agne$® In any case, just as tiaint
Agnesexperiment didn’t mean that Darcel was uncondéilynagainst the tapisserie-tableau, its
reversion to simple, medievalist ways didn’t meaat he was opposed to modern technology
and industry.

In 1878, after one of the oldest looms in the maatairy broke, Darcel advocated for the
design and construction of a metal high-warp lo@eoeading to the latest advances in
technology?®> He proposed commissioning it from Albert Piatoatad just won a grand prize
for mechanics at the Universal Exposition. Theenirlooms at the Gobelins dated to the late

eighteenth century, were made of wood, and featamadbile lower cylinder and a fixed upper

* Darcel, "Exposition Universelle. La Tapisseriee' TempsOctober 31, 1878. MN G.277.

€0 CalmettesEtat général des tapisseriek60

6143 fait preuve d'initiative et d'habilité” AN F2873

%2 Darcel to Director of Fine Arts, November 28, 18A&8l F21/677. See also DarcManufactures nationales des
tapisseries40-41.
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cylinder. These cylinders held the warp threademsion as the weavers worked from bottom to
top. The drawback of the mobile lower cylinder waat there was a greater risk of tearing the
warp threads when the weaver rolled up the tapéstagjust the tension and work on a new
section. The proposed new loom featured a molpieeucylinder and fixed lower cylinder,
which minimized the risk of tearing; but more imfamtly for our purposes, the cylinders were
made of sheet steel and the frame of the loomsifioan. These two materials became
pervasive in modern industry and construction el#iter half of the nineteenth century.
Especially in sites such as textile mills, whichrevélled with highly combustible materials, cast
iron replaced wood in both the machinery and stmecof the buildings. It seems logical that
Darcel who, as I've argued, kept an eye on devetysin private industry, would investigate
switching the Gobelins’ looms from wood to metble was supported in this endeavor by the
inspector of Fine Arts, who wrote in his report@ading Darcel’s request, “There is moreover
interest for the Manufacture des Gobelins to kdepast of the progress obtained by science for
similar industries

Metal looms did not ultimately replace wooden omeshaps because of the inertia of
tradition or perhaps because of sheer practicaliti@ast iron is an extremely heavy material and
Piat's loom weighed almost five tofis.Darcel had to order extra structural work inwels,
floors, and ceiling of the tapestry workshop jusirtstall it® In 1886, when Jules Guiffrey (not
yet the director of the Gobelins) published Histoire de la Tapisserie du Moyen age a nos

jours, he cautiously and tersely wrote of the metal lodts,installation is too recent for us to

8 Anatole Gruyer to Director of Fine Arts, Decemhér 1878. AN F21/677

644,600 kilos. Contract between Alfred Piat andNMenufacture nationale des Gobelins, January 219.18N
F21/677

% For a total cost of 958.65 francs. Darcel to Etioe of Fine Arts, January 9, 1880. AN F21/677.
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decide on its merits®® The metal loom venture thus presented yet anctm of an
adventurous and experimental, if not wholly suctgésproject that attempted to stake out a
claim of modernity for the manufactory.

Each of Darcel’s undertakings that I've discusseldetazerolle Opéra tapestries,
Penelope at Her Loongsaint Agnesand Piat's loom—endeavored, in sometimes opposites,
to explore a new direction for the Gobelins, to kvimwards a new identity for the manufactory.
That Darcel was this open and creative in his lesdde of the Gobelins was not particularly
appreciated during his time nor today, as nhondainitiatives actually produced any effective
change. Darcel left the manufactory back on i, fieut not yet striding. The Gobelins would

be in a vulnerable position for attack when Edou@etspach took over the reins.

% «Son installation est trop récente pour qu’on peise prononcer sur ses mérites.” Guiffigigtoire de la
tapisserie 470.
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CHAPTER 2. Edouard Gerspach: The Gobelins under Sige

Gerspach’s tenure was marked by an active movetoesiut down or at least
irrevocably change the manufactory. Suggestiorikisfnature had been made in the mid
nineteenth century and also during Darcel’s tendtexandre Denuelle, whose criticism of
Mazerolle’s tapestry was cited in the previous ¢egmrote a report in 1877 at the request of
the newly established Commission de perfectionnémieta manufacture des Gobelfighis
committee was responsible for reviewing and adgisin all artistic questions at the
manufactory. Denuelle’s report became a basddinsuggestions of reform, including allowing
the Gobelins to seek private commissions and engébeprivate industry. Thus, when the
Chamber of Deputies was voting on the budget oMirastry of Fine Arts in 1883, several
deputies argued against maintaining governmentastippthe national manufactories. They
proposed that the Gobelins be converted into a cential enterprise that procured private
commissions and/or sold its products to the puBlim 1884, after the Gobelins’s recent
production was displayed at an exhibition of theddrCentral des Arts Décoratifs, the critic
Marc Gaida lamented the expense and uselessnegsestry. He suggested that the Gobelins be
turned into a technical school for the servicermfgte industry’® These two propositions for
the future of the Gobelins—a school and a for-prefiterprise—would be put forward more

vociferously, frequently, and urgently during Gexslp's directorship in the early 1890s.

" Denuelle Rapport adressé a M. le Ministre par M. Denuelle,rom de la Commission de la Manufacture
nationale des Gobelin®aris: Imprimerie nationale, 1877.

% CI. Gillot, "Le Budget des Beaux-Arts,"EvénementDecember 27, 1883. MN G.277.

% Gaida,Les nouvelles tenture82. See also Henry Havard'’s similar and earligigestion of turning the Gobelins
into a "conservatoire de la technique et de hatiéeéle dessin et de servir par la d’exemple ehdééle a
l'industrie." Havard, "Les Gobelins|'e SiécleJanuary 11, 1880, cited in Vaisse, "La Querelléadapisserie," 74.
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The 1889 Universal Exposition in Paris served asctitalyst. This World’s Fair featured
the newly constructed, iron Eiffel Tower as itsrgtantrance, and the awe-inspiring Gallery of
Machines. In other words, it was an expositioa with optimism in the progress of science and
industry, as well as a declaration of France’stimsias a technological leader of the wofft.

In this ideological framework, the Gobelins exhalita selection of traditionally academic,
insipid, retrograde tapestries and tapisseriegtalx. These included the weavings after
Chardin mentioned in the previous chapkdusique guerriereandMusique champétreg
tapestry reproduction of a Salon nude by the acadpainter Urbain Bourgeois; a portrait of
Henri IV to add to the tapestry portraits in theukee’s Apollo Gallery; an allegorical
representation of Literature, Sciences, and the ilrAntiquity; and a Neo-Rococo/Neo-
Classical set of ornamental tapestries featuriegithises, porphyry vases, and other motifs from
antiquity”* These works seemed out of place within the “testimiate of the exposition. Nor
did they overtly revalue ancient artisanship, aheSaint Agnegxperiment, which would at
least have taken a stance with regard to the etxpa'siemphasis on industry. Instead, the
Gobelins appeared to be obliviously out-of-stefhlite times.

It is not surprising then that the media pouncedh@disappointing showing of the
manufactory on the global stage. One critic declatThe Gobelins manufactory ... has come
to make tapestry that is inferior to everythingttisacurrently produced ... what's being made

today is a combination of little fragments, of gpetiarish details; no inspiration, no view of the

0 Silverman Art Nouveau2-3.
" For the complete list of tapestries exhibited, lémtz, Rapport sur les tapisserie31.
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whole ... all is reduced to impotencE.”Alfred Darcel even commented that “of the tapestr
exhibited today, the great majority already belang distant past’® He did not mean this as a
compliment, given the negative remarks in the oésiis review. This public display of the
artistic mediocrity, obsolescence, even impotericeeGobelins in comparison with the rest of
the world led to a heightened call for its eradarat

A deputy from Lyon, Edouard Aynard, who was alsesmtent of the city’s Chamber of
Commerce, led the attack. In advance of the mgetithe Budget Commission for the Fine
Arts, Aynard publicly condemned the national maotdeaes in April 1890 as “national
superstitions.* He was followed by another deputy, Henry Fouquigro advocated closing
down the Gobelins in the name of economic progaesspopular opinio> Nevertheless, in a
nod to preserving French culture, Fouquier alsppsed moving the teaching of high-warp
tapestry weaving to Lyon, which had opened a wepsahool a few years earlier, or to the
Ecole des arts et métiers in Paris. He was penageeding from the suggestion of Antonin
Proust, head of the budget commission. Proustosexpat the budget meeting that the Gobelins
be turned into a secondary school for weaving, @sieEsupérieur de tissade.In the end, the
budget commission voted to get rid of other natiomanufactories, but to keep the Gobelins and

only cut its subsidies.

"2La manufacture des Gobelins...en est arrivédédaer de la tapisserie inférieure a tout ce @it
couramment... ce qui se fait aujourd'hui est une doamon de petits morceaux, de détails mesquirads; pas
d'inspiration, pas de vue d'ensemble ... tout ré&liimpuissance." Paul de Katow, "L'Exposition Usniselle. Les
Gobelins, Sévres, L'Ecole Grecquéil Blas, October 17, 1889. MN G.183.

3"des tentures exposées aujourd'hui, la granderitgajppartient déja & un passé lointain." Dartkposition
Universelle de 1889. LXXI. Les manufactures natlesale tapisserieJournal Officiel de la République
Frangaise October 7, 1889. MN G.183. We could speculatedttaorny political relationship between Darcedlan
Gerspach contributed to the gratuitously criticale of this review in such a public, official forum

" "Chronique Limousine. A propos de la 'Manufacttifegtit Centre April 28, 1890. MN G.183

> P.P., "Causerie['a Liberté June 16, 1890. MN G.183.

® Fernand Xau, "Chez M. Antonin ProusEtho de ParisMay 29, 1890. MN G.183.
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These decisions still had to be ratified by thé @Hamber of Deputies. In November of
1890, when the chamber met to vote on the finebardget, Aynard gave a well-publicized and
impassioned speech for closing down the Gobelifssarit was significantly reforméd. He
accused the manufactory of “no longer being offiite,” of being a relic of the ancien régime
that no longer responded to the realities of ingu/St Aynard claimed that if the Gobelins was
still producing work that was worthy of its past,even good copies of seventeenth- and
eighteenth-century tapestries, it would be worthrgg but it presently produced nothing but
reproductions of paintings. Lamenting the tapisseries-tableanthe Universal Exposition, he
stated, “the Gobelins exhibited, as if it was a dem a tapestry that undoubtedly cost a hundred
thousand francs and had no artistic value whatsd&%eHere Aynard alludes to the argument
also made by Gaida, mentioned above: that the ttéggesost more to make than they were
worth on the market and therefore made no econeermise. Aynard furthermore pointed out the
economic irrationality of producing a tapestryta tost of 25,000 to 35,000 francs, for
example, only to reproduce a mediocre painting lv@r000 to 3,000 francs.

It is no coincidence that this strident opponenthef manufactory was the head of the
Chamber of Commerce in Lyon, the center of thetsdle in France. Throughout his speech, he

contrasted the artistic quality, innovation, angloriof the textile industry with the moribund,

" Speech given November 22 and 24, 1890, publighégmard,Discours prononcé345-83. Excerpts were also
reprinted in "La Chambre. Les Beaux-Arte€ Figarq November 24, 1890; "Discours de M. Aynard susueget
des Beaux-Arts. - Les Gobelind.& Journal de BordeayNovember 26, 1890; "Discussion du Budget des Beau
Arts," Journal des ArtsNovember 28, 1890; “Les Gobelingdurnal des ArtistedDecember 7, 1890. MN G.183
8 Aynard,Discours prononcés350, 354.

" bid., 356. As evidence of the Gobelins’ declin® servile imitation of painting, Aynard statémt the weavers
reproduce théoucheof the model. He seems to be unaware of the adintian of his position as in the eighteenth
century, the reproduction of Francgois Bouchéuischein tapestry was quite celebrated and coveted.

8 4les Gobelins avaient exposé comme une merveilietapisserie qui revenait sans doute a une centaimille
francs, et qui n'avait aucune espéce de valeut.diaid., 357.
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irrelevant Gobelins. Aynard was protesting stagersored textile production that seemed to
disfavor private industry. Notably, he launchesl éampaign after Chevreul had died in 1889,
severing any lingering ties of goodwill between @e&belins and Lyon industry. Proust
responded to Aynard by declaring his firm supportthe maintenance of the manufactory,
“provided that they cease to be guardians of fi@ulio become an instrument of progre$s.”
Progress, in this case, undoubtedly meant the cleasabove that had been floating around
since the beginning of the Third Republic—thamsiking the Gobelins useful to private
industry, either through converting it into a teidah school, or changing its focus to research,
creating models and dyes that would serve as exanfigt industry to adopt and follow.

Where was the Gobelins amidst all of this debateiits future? The administration did
not enter into any public discussions, however idveternal memos outline Gerspach’s
arguments against the proposals of transformingriweufactory into a school or a commercial
enterprise. With regard to the former, Gerspacdhtpd out that high-warp tapestry is made
nowhere else but the Gobelins. Therefore, turtiiegmanufactory into a school to train high-
warp weavers would be pointless as there wouldogelrs available for the students when they
finished® He further argued that converting the Gobelitis mmore general textile school
would be a very costly endeavor that would notilied any need, as many textile schools
already existed in France and there was no denwrahbther on&® The scarcity of high-warp

production was also precisely why commercializimg Gobelins would be impractical.

8143 condition qu'elles cessent d'étre des conseireatdes traditions pour devenir un instrumenprgres.'Le

Soleil November 26, 1890. MN G.183.

82 «Note remise & M. le Directeur des Beaux-Artssaidemande. Le Rapport du Budget de 1891 & les
Manufactures Nationales,” October 1890. MN GOB Boxossier 1891.

8 Gerspach to Director of Fine Arts, October 1890 OB Box 5, dossier 1891.
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Gerspach asserted that the manufactory’s produats two large and complex, and therefore
that the production was too slow and meticuloubg@ommercially viable. If the Gobelins
were to simplify its weaving and create smallesslantricate, and therefore cheaper tapestries, it
would lose its raison d'&tfé.

Although the Gobelins survived the budget voteséheroposals to radically reform or
eradicate the manufactory persisted throughout89©s®® even though they made little sense.
The Gobelins did not make products that were ugefplivate industry, yet if they switched to
making some other kind of textile hanging, like lawarp tapestry or Jacquard-woven wo'ks,
they would cease to be the Gobelins. Many recaghiizis conundrum and argued for the
cultural, if not economic, utility of the manufacgo One journalist compared the Gobelins to
the Louvre in its centrality to French culture gradrimony®’ He implied that just as the French
would never dream of getting rid of the Louvreshould preserve the Gobelins. Another
journalist argued for the utility of beauty, anddxtension, of the Gobelins: “to be beautiful, to
please, to delight the eyes, that is to be useftii¢ highest degre&® And still another
commentator inverted the valuing of usefulnessustselessness, arguing in favor of the latter:

“Attachment to the superfluous, is that not pregisme of the highest claims to nobility of our

% |bid.

% See for example A. Guignard, "Les Manufacturebitat," L'Etendard December 18, 1891; "Les Gobelins. La
Question des Manufactures Nationaleg"Matin March 6, 1893 ; A. du Cournau, "Les Gobelins 8&aBeais,"Le
Messager de Parjsvlarch 13, 1898.

% The former suggestion was made by Jean Régnies, @obelins et La Savonnerig# Gaulois July 7, 1892; the
latter by Philippe Burty in 1866, see Vaisse, "Lize€elle de la tapisserie," 74.

8 Thomas Grimm, "Les Manufactures national@etit Journaj June 21, 1890. MN G.183.

8 «atre beau, plaire, réjouir les yeux, c'est awsplaut degré étre utile," G. Stiegler, "Aux GobelliEcho de Paris
July 29, 1892. MN G.278.
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nature?®® The uselessness of the Gobelins was thus a rh&riance’s elegance, dignity, even
superiority.

If the Gobelins was so critical to the culturalntiey and morale of France, why were the
suggestions of reform or eradication so attraciiveé compelling to the French government and
public at this time? | argue that there were twaamoverarching factors: France’s pace of
industrialization and the Republican governmerté&sai of democracy. To start with the former,
France dropped from being the second-best induptdaucer in 1885 to the fourth in 1895.

The 1889 Universal Exposition therefore represetitedapogee of French industry’s reputation.
One reaction to this decline was to re-focus thenty’s resources and efforts on improving
French industry. From this point of view, the Glofewas seen as a waste of state funds, funds
that should somehow be re-directed to helping itrgiusl his was Aynard’s underlying

motivation for advocating for the manufactory’s ptessior’" In effect, Aynard argued in his
speech to the Chamber that the state should caidseb to the national manufactories and
increase its support of industrial drawing schoaisich would presumably benefit his primary
interest of improving the textile trade. There ywashe discussed, no economic rationale behind
supporting the Gobelins’ tapisseries-tablealtxvould, hypothetically, be more cost effectioe
mechanically produce textile copies of paintings.

The late 1880s and 1890s were in fact a period wiestatus of weavers as mechanical

copyists, as opposed to artists, was avidly debdated888, one commentator dismissively

8 | 'attachement au superflu n'est-il pas précisémanies meilleurs titres de noblesse de notreetdournal
de BordeauxXDiscours de M. Aynard" (see n. 59).

% See Silvermanrt Nouveau52.

%1 He stated in his speech to the Chamber, “Je vexhercher... s'il n'y aurait pas d’intérét a augmetde
ressources attribuées a certains chapitres etiautmcelles qui sont affectées a d’autres.” Ayn&idcours
prononcés348.
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referred to the Gobelins workers as “Monsieurs \eeswvho are not creators—in which art
resides—but who are very patient and very consiciesicopyists* Comparing tapestry to
painting and weavers to artists, another criticngdrthat painters supplying tapestry models had
to create very finished cartoons because the Gaelieavers were not capable of filling in the
gaps of sketchily drawn models: “Unfortunately ythusually do poorly, despite the pride they
put into it; firstly because they are not artist$he first order, next because it is impossible fo
them, given the mechanical way in which they acd@hgheir work, to judge the latter as a
whole.”® Employing the language of both of these citatjdne prominent art critic Arséne
Alexandre wrote in one of a series of articlestm‘question” of the Gobelins: “They are very
conscientious and very skilled, this personnel,tbey are also very limited. They don't like to
hurry themselves; they afenctionaries$[...] You would think you were watching the
movements of a family of automat¥.”

Proponents of the Gobelins responded in defendeeddrtistry of the weavers. Henry
Havard, who served on various committees in thastminof Fine Arts, declared in a newspaper

interview, “The artisans who execute these bedutitiks are veritable artists. [...] they are also

92“MM. les tapissiers, qui ne sont pas créateussercquoi réside l'art - mais qui sont de trésepégiet trés
consciencieux copistes,” "La Revue de la TeintuPatis, August 15, 1888. MN G.183. Interestingly, Aynard
would appropriate this rhetoric for his pro-indysitandpoint: “des artistes industriels qui n’étaiglus seulement
de bons copistes, mais véritablement des artisiesleurs...” AynardDiscours prononcésg53.

9 "Malheureusement, ils le font généralement malgnéd'amour-propre qu'ils y mettent; d'abord, paga'ils ne
sont pas toujours des artistes de premier ordeeiiterparce qu'il leur est impossible, étant dorlaéacon
mécanique dont ils accomplissent leur travail,udgef ce dernier d'ensemble.” Jules Delval, "M. Pdei
Chavannes et Les GobelingEvénementiuly 31, 1892. MN G. 278.

% 4| est trés consciencieux et trés habile, ce gemel, mais il est aussi trés borné. Il n'aimeépas presser; il est
fonctionnaire![...] On croirait assister aux mouvements d'une flgndfautomates," Arséne Alexandre, "Chroniques
d'aujourd'hui. La Question des Gobelingdris, October 17, 1892. MN G.278.
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functionaries, and as such, they bring to theirkwowise slowness and profound meditatioh.”
Here Havard gamely, but perhaps unconvincinglppgid the terms of Alexandre’s criticism into
the basis for praise, much like the Bordeaux jolishdid with the arguments about the
uselessness of the Gobelins. Nonetheless, th@smtof the weavers as mere robots and
government bureaucrats was such that by 1898, thel(as inaugurated an annual exhibition of
the paintings and sketches of its weavers to ptovke public that they were indeed artists. The
anxiety over the artistic status of the Gobelineawers was, | propose, ultimately related to
anxieties about industrialization. If the weawsese mere copyists, couldn’t they be replaced
with machines? It was this line of thinking thedl Idangerously to the suggestion of the
termination of the manufactory and hence, the teation of a French luxury craft that was, at
one time, essential to French art and cultureother words, industry was destroying art.

Nevertheless, from the standpoint of industry,@abelins could be saved if it had a role
in helping to improve it. Instead of closing thamafactory to save money, it could be
instrumental in the struggle against foreign contipet In 1885, when Gerspach was appointed
director, the journalist Jean Frollo commentede‘tiew director of the manufactory must have
the heart to contribute, by means of vulgarizattorgllowing us to triumph in the battle we are
fighting at this time against foreign industr{."By “vulgarization”, Frollo meant that the
Gobelins should work for private industry by prawigl it perfected models to execute.

Unfortunately, the 1889 Universal Exposition madeear that French art industry was still

% " es artisans qui exécutent ces beaux ouvragegisoréritables artistes. [...] ils sont aussi desfonnaires, et
qu'a ce titre, ils apportent dans leur travail sage lenteur et une profonde médiation." "Les Gobela Question
des Manufactures Nationaletg Matin March 6, 1893. MN G. 278.

% “le nouveau Directeur de la Manufacture devra ma&aioeur de contribuer, par des moyens de vuligais &
permettre de triompher dans la lutte que nous soateen ce moment contre l'industrie étrangerai Feollo,
“Les Gobelins,'Petit Parisien March 18, 1885. MN G.183.
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losing this battle, devolving into eclectic imitati of its own past, while England, Germany, and
the United States were displaying an unexpectedaiyfor artistic innovation.

Another tactic for improving France’s industry wagproving education. Before, during,
and after the 1889 Exposition, the French governrsent delegates to study its foreign rivals’
schools, as well as its museums and associatiomsdostrial arts. Marius Vachon, who
conducted an exhaustive study of Western Europdrarsdia, compiled a five-volume report
completed soon after the closing of the Universagidsition. Given the efflorescence of art
industry that he witnessed internationally, he ¢athed, “today the organization of our artistic
and industrial instruction is a work of nationafetese, of the same degree as the organization of
our army.”” The idea of converting the Gobelins into a schiodtain industrial artists for the
textile trade was thus part of an economic, natisnimperative. Especially given that Vachon
singled out the weaving school in Krefeld, Germasyne of the best professional industrial
schools in Europe, France must have felt the predswutdo its historic adversary. In 1886,
the Municipal School of Weaving of the Red CrossolE municipale de tissage de la Croix-
Rousse) opened in Lyon and in 1887, a school of/ilwgaand spinning was founded in
Tourcoing. Opening another, perhaps higher or magstigious school of weaving in Paris at
the Gobelins would thus have been in line with tresd.

Intertwined with this anxiety over industrializatiand foreign competition were
Republican ideas about democracy and freedom b@uaderlay the proposals for reforming

the Gobelins. Returning to Frollo’s article, hencluded his piece with the declaration that the

97«aujourd’hui I'organisation de notre enseignemaristique et industriel est une oeuvre de défeasienale, au
méme degré que I'organisation de notre armée.” idaviachonRapport...sur les muséexi9.
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manufactory “no longer works for the pleasure sbgereign, [...] but for the profit of the
country!”® Frollo makes explicit that for the Gobelins, ti®ngeover from a royal to a
republican regime should entail opening itself ajgémmerce. In other words, to be
commensurate with Republican values, the Gobelinsld be required to operate under their
laissez-fairecapitalist policy. The Republican regime in tl88Qs was an advocate of private
initiative, ending state privileges, and above @llindividual liberty as the basis of democracy.

Aynard in particular was a strong proponent of ¢healues. In his speech to the
Chamber, he argued for diminishing the role ofdtagde as he believed it intervened too much in
the artistic life of the country>. Aynard’s colleagues described him as a defentder o
“‘commercial freedom”, as one who “believed firmhat individual initiative and the admirable
strength of voluntary association were more efiecthan all the constraints and all the millions
spent by the Staté®™ From this standpoint, the Gobelins was indeedstitn of state privilege,
an institution that was anti-commercial enterpasd therefore anti-liberty, and as such, had no
place in the Third Republic. A Bordeaux journatestognized the whiff of irrational
Revolutionary rhetoric in Aynard’s position; he coaned Aynard’s suggestion of closing down
the Gobelins to the barbaric act of the Jacobitg lurned 30,000 tapestries during Revolution
to extract 60,000 francs worth of gold from a ocfilen worth more than a milliof?* Individual

liberty and state-sponsored art were apparentiympatible.

%«On ne travaille plus, maintenant, pour le pla@imn souverain, [...] mais pour le profit du pay#hid.

% Aynard,Discours prononcég49, 380-81.

19043 liberté commercial”; “il croyait fermement quignitiative individuelle et 'admirable force déassociation
volontaire étaient plus efficacies que toutes tasraintes et tous les millions dépensés par 'ERaul Beauregard
and Alexandre Ribot respectively on the occasioAyfard’s funeral, June 29, 1913, cited in Musésdnique des
TissuesEdouard Aynard85 and 87.

11 Journal de Bordeausiscours de M. Aynard” (see n. 59).
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Republican principles also lay behind the ideaarfverting the manufactory into a
technical school. One of the major initiativesttgd Republican regime in the 1880s was the
expansion of education through the Ferry Laws, rhafieer Jules Ferry, the minister of Public
Instruction. The Ferry laws are most famous foaldsshing mandatory, free, and secular
primary education in a move to create a populatculcated in Republican values (the Catholic
Church had previously overseen most French prireduogation). However, the Ferry laws also
included a statute passed on December 11, 1880@rdeted a new category of schooling to train
industrial workers, the écoles manuelles d’appssatie®® These schools could apply for
funding from the Ministry of Commerce and Induginysupport technical education. The Ferry
Laws created what the scholar Xavier Darcos hdsccal “mystique of instruction”; they formed
the cornerstone of Republican values in that tmelglematized an ideal of equality and
advancement through a meritocra@3.If all classes could receive schooling, everybae a
chance to better themselves economically, moratiyg, socially. The proposal of a school was
therefore, by 1890, a euphemism for creating opdst, a Republican rhetorical reflex in its
advocacy of equality.

Remaking the Gobelins in the name of commerce armdiacation was thus equally tied
up with anxieties over industrialization as witle tralues of the new Republic. A third
suggestion made post-1889 for the reform of theeBiod similarly demonstrates how industrial
competition and democratic freedom were intertwinBeginning in 1890, several

commentators proposed that since giving grantsstorically favored institutions was

192 Darcos,L’école Jules Ferry251; Prost, “Jules Ferry,” 163; Daygucation for the Industrial Wor|B9-44.
193 Darcos,L’école Jules Ferry46.
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undemocratic, the government should instead ugeséime money to mount nation-wide, public
competitions for new tapestry desidfl$.The state could then choose the best of theskeswor
and have them executed for its collections. Suctodel would permit unknown, talented
young people to come to light, thereby promotingpwation; for, as one commentator put it,
“Official art, as everyone knows, is the enemy afgress; it permits less initiative, it offers less
stimulation.”® Initiative was a key word in the Republican rhigto It lay at the center of
Ferry’s pedagogical philosophy (running countethi® previous emphasis on memorization of
rules)!% likely because it was a quality valued in commadrenterprise. Initiative was a
requirement for successful global industrial corntjmet.

The concept of the open competitimoricours libré was supposed to not only
encourage initiative, but also represent a demicdeateling of the playing field, a short
circuiting of state favoritism and institutionalpaism. The system was used to select many of
the artists who executed decorations forrttaeries. Furthermore, the results and not just the
process of open competitions reflected ideas afbskgan individualism. The selection of a
group of unrelated, mismatched artists to execat®mus murals in the same building, as in the
mairies ran counter to the monarchical ideal of a uniBgde that conveyed a sovereign
message. Instead, these decorative “programsbredésl the eclectic collection and mixing of

unique individuals.

104vBeaux-Arts. L'art et la démocratid, 4 Bataille July 4, 1890; J.S. "Les Manufactures de I'Exhiteur des
Arts, July 11, 1892.
195 'art officiel, on le sait, est ennemi du progriéfisse moins d'initiative, il offre moins dérsulant.” J.S. "Les

Manufactures de I'EtaMoniteur des ArtsJuly 11, 1892. MN G.278.
1% see Prost, “Jules Ferry,” 165.
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The Gobelins never did adopt the open competittoa standard system for obtaining
new models?’ but it did attempt to mirror the civic decoraticgmpaigns of multi-artist
commissions. The republican individualism of thaltirartist format, however, proved to be a
difficult match with the anachronistic Gobelinsw@ unsuccessful commissions in particular
occupied much of Gerspach’s tenure: eight verdismethe grand staircase of Luxembourg
Palace (Plates 7-8); and ten projected panelfiéofayer of the Comédie-Francaise, of which
only two were fully realized. The Luxembourg Pa&@ommission provides an especially
illuminating example of the manufactory’s awkwaethationship with Republicanism as it was
begun during Darcel’s tenure in the conservativE0$8and completed under Gerspach during
the left-leaning Ferry years of the 1880s. | widimpare the Luxembourg project to two major
mural campaigns that bookended it: the decoratidheoPanthéon, begun in 1874; and that of
the Hotel de Ville, begun in 1889.

In February 1878, Philippe de Chennevieres, thedbir of Fine Arts, commissioned
eight artists to design landscape tapestries tordeethe panels between the windows lining the
grand staircase of the seat of the Senate. Hatedtthe Luxembourg commission without
consulting either the director of the Gobelinster manufactory’s Commission de
perfectionnement. This kind of autocratic, higmtked behavior was typical of the marquis de
Chenneviéres, whose questionable noble lineagéedsn such symptoms of
overcompensatiotf® As a further example, Chenneviéres was an amatéhe aristocratic,

ancien régimaense who avidly collected prints and drawingsiettadition of illustrious

97 The Gobelins did sponsorcancoursonce, in 1879, to obtain a model for a tapestrihentheme of the arts,
sciences, and letters in antiquity to decorateBib#otheque nationale. The Prix de Gobelins,tagas called, was
meant to be an annual competition; however, it magenewed.

1% Roos, “Aristocracy in the Arts,” 53, 59.
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eighteenth-century antiquarians like Jean-Paul &ti@rior the Comte de Caylus. His
commission can thus perhaps be understood as analdg Rococo interior decorations or print
portfolios. In other words, the ensemble createdliction of the work of the patron’s favored
artists, all around a similar theme. This wasandemocratic model that encouraged individual
initiative or a sense of public collectivity; rathé was an arrangement based on the intimate
bond between collector and object, designed t@fasinnoisseurial visual comparisons between
a pre-selected cadre of artists. Such a modelotasously, ill-suited to a commission for a
federal building.

Four years earlier, Chenneviéres had initiated ehnfarger and more ambitious
decorative campaign at the Panthéon, then knowimeaGhurch of Ste. Genevieve. The genesis
of this project offers context and comparison far Luxembourg tapestries. At the Panthéon,
the marquis also single-handedly chose a colledfantists to paint prescribed murals on
Paris’s history and patron saints. In his lett@posing and requesting approval for his plan
from the Minister of Public Instruction and Finet&rChennevieres makes it clear that his
intention was to find a project that would glorthe fine arts administration (versus the Office of
Civic Buildings or the Municipality of Paris), orleat would make its mark for posterity. As
the marquis was the Director of Fine Arts, he wasffect seeking personal glorification.
Tellingly, Chenneviéres used the worbhcours to describe his collection of artist¥ Instead
of being a competition that resulted in selecti@hennevieres’soncourswvas a competition

after the fact, a visual rivalry between his choa#rists. In recounting his commission of the

109 chennevieres, “Souvenirs d’un directeur des Beft- Les decorations du Panthéob'Artiste 54, no. 2
(September 1884), 197.
10hid., 204 and Chenneviére3puvenirs d’un directeyt, 106.
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Luxembourg verdures, the marquis again used thd emrcoursin the same fashioft! Like
the Panthéon murals, the tapestries for the seahtdbenate were originally conceived as the
personal selection of an erudite amateur dictdtiadaste.

The unpopular Chenneviéres was pressured to rasifirector of Fine Arts in May
1878, a few months after ordering the eight verslurEhe Luxembourg stairs commission was
thus cut loose from its de facto “patron” and betgaohange with the vagaries of circumstances.
One of Chenneviere’s original artists, Gaspard aix¢idied shortly after receiving the
commission. After much back and forth, Lacroix&mpl was given to Emile Maloisel in 1882,
the senior weaver who showed so much initiativén ®aint Agnes Initiative was again the
reason cited for his elevation to designer aedver-*?> Maloisel had created the original
prototype that all the other artists were suppasddllow in terms of size, general composition,
coloration, etc. and was also the head weaver®prihject, ensuring that all eight panels were
similarly executed. Another artist, Emmanuel Larsyad submitted a design entit/Elde
Pheasanthat the Gobelins committee disliked. They rege@shat he remove the bird, among
other key features of the composition. Lansyeugedl, and given the difficulty of trying to find
another replacement, the committee eventually deddps design as is, putting it on the loom in
1884. Although these changes can be chalked oprieenience and accident, they can also be
understood as a subtle incursion of Republicaneglundividual initiative and expression were

being rewarded and defended.

11 ChenneviéresSouvenirs d’un directeut, 107.

“2Dparcel to Paul Mantz, General Director of FinesAune 22, 1882: "Ce travail serait une recompposeM.
Maloisel dont I'esprit d'initiative et le talentumont aidés a sortir des difficultés qu'avait srééx ateliers la
commande a huit artistes différents de huit paysagstinés a former un seul ensemble décoratif."@MB Box
51, dossier 15.
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By the time Gerspach took over the direction of@wdbelins in 1885, four of the eight
tapestries were finished (Jean-Joseph BelkeHéron Paul Alfred de Curzon,’Ara rouge
Jean-Paul Flandrih,a Statue Alexandre Desgoffed,es Digitale$, one was on the loom
(Lansyer Le Faisan), two cartoons were in the process of being dedd¢Paul ColinLes
Cigognes Maloisel,L’lbis), and the last planned panel required commissgpainew artist to
execute a model (eventually given to Alexandre Rdm Chevreul. Gerspach was therefore
inheriting a project that was well underway whilegltaneously awkwardly changing. He
shepherded the set to completion in time for tH&918niversal Exposition. The critical reaction
at the Exposition was underwhelming. Henry Hawdesdcribed them as “landscapes of high
style stuffed with animals” and judged them to de $imple for the talent and skill of the
Gobelins weaver§® Eugéne Muntz criticized the selection of landsstapf the modern school
(ie. Barbizon/Realist) as inappropriate for theaki@n and purpose. Muntz believed that
tapestries meant to be set in the architecturepallace should be designed as historical
landscapes. It was Darcel’s commentary, howetat,was the most revealing. The ex-director
of the Gobelins wrote of the artists in thaurnal Officiel de la République Francajseach one
worked according to his own temperament and predemtandscape in his own manner. The
ensemble, despite a uniform border, was most discor*'

The discordance of the Luxembourg tapestries, pgse, ultimately arose from a clash

between Republican individualism and monarchicalyunThe Gobelins, operating in its

M3«paysages de haut style étoffés d’animaux,” Ha,v‘éEchosition Universelle de 1889. L’Ameublement. Nés

tissus d’ameublementGazette des Beaux-Ar3T™" year ¥ period, vol. 2 (1889), 425-26.

H4«chacun travailla suivant son temperament et aippam paysage de sa fagon. L’ensemble, malgré amtiie
uniforme, eut été des plus discordant.” Darcel g&sition Universelle de 1889 LXXI. Les manufactuna@sionales
de tapisserie.Journal Officiel de la République Francajsectober 7, 1889. MN G.183.
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tradition of monumental royal sets that presentedheerent story or ideological message, tried
to fashion the same cohesive effect from a hodgiepgroup of works that followed no
overarching program. The commission had morphau fa collector/amateur’s vision into an
ad hoc assembly. The personal styles and idioagies of each artist would not meld into a
unified whole and the set suffered from being rezittne thing nor the other. The problems of
the Luxembourg commission revealed that the Gobelias still in transition, still trying to
comprehend how tapestry fit into a Republican regihow it could carry meaning, and what it
could represent. Just as the Republic was bas#teanodel of a collective of individuals—a
collectivity and not a unity—the Gobelins might leadone better if it had been able to adopt the
approach of the mural campaign that succeeddukitHbtel de Ville, a product of the liberal
1880s.

Plans for the decoration of Paris’s Hotel de Vdtenmenced in 1883 after it was
reconstructed and reopened post-Commune. Betweenunicipal council and the state’s fine
arts administration, a compromise was reached ichwdertain rooms would be reserved for
direct commissions and other spaces would be givento an open competitidi’

Additionally, to be as democratic as possibledattisions would be made by committee. In
total, ninety-six different artists were employadhe decoration of the city hall’s interiors,
painting murals with subjects that ranged from eomgorary to ancient history, from genre
scenes of Parisian parks to allegories of sciefi¢e eclectic mix of styles and themes was

supposed to reflect the richness and vitality eftemporary French art, but most importantly, it

15 The following discussion is based on Daniel ImpérHotel de Ville de Paris: genése republicaimd’grand
décor,” in Burollet et al.Triomphe des mairie§3-71.
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was an affirmation of Republican individualism. efHb6tel de Ville murals represented freedom
of expression and equality. Payment was standaddind therefore not based on the seniority
or prestige of the artist, but rather on the sizéhe work.

The Luxembourg stairs commission was not exactigarable to the Hotel de Ville
murals, as the actual execution of the tapestaesit be done not by the artist, but by an
intermediary in the form of the weaver. The pracinerefore inserted one step of removal
between work and individual, which brought in tleenplicated issue of reproduction and
expression. Furthermore, the Luxembourg verduegsib as an effectively monarchist project
under Chennevieres, while the Hotel de Ville muvedse planned from the beginning as an
eclectic mix that embraced Republican values. Nbkekess, the point remains that the Gobelins
was seeking unity in this set, even as it changau fts original impetus, as opposed to
accepting its newfound plurality as its strenfjth.

It is perhaps unfair to represent Gerspach’s temittea commission that he inherited;
nevertheless, the complications of the Luxembotamgssproject do speak to the powerlessness
and frustration he expressed in his reports anesnwith his inability to obtain good models and
thereby steer the Gobelins in the right directitinThe Luxembourg commission also speaks to
his inability to make tapestry a successful, Rejgablvehicle. To briefly mention another
example, after the opening ceremonies of the 1889dusal Exposition, the Director of Fine
Arts had the idea of creating a cloth of honortfer President to serve as a majestic background

during such public appearances. The project begarbkc news when the pompous cartoon

16 For a discussion of the various notions of plsraliwithin the ideology of the Republic, see Julidright and H.
S. Jones, ed<Pluralism and the Idea of the Republic in Franffdew York: Palgrave Macmillan, 2012).

17 see for example, Minutes of the committee meetiaguary 5, 1892, MN G.316; Gerspach “Rapport de
gestion,” December 17, 1892, MN GOB Box 19.
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was delivered to the Gobelins in 1892. The comimiswas lampooned and condemned in the
media as a ridiculous, blundering return to thppgmags of monarchy and totally unacceptable
for a democracy. It could only have confirmed @ard’s reputation in the press as a
Bonpartist'® as someone wholly incapable or uninterested imgitg the manufactory into the
modern republican era.

Gerspach did work to modernize the Gobelins inotexiways. He prohibited the
Deyrolle system in 1888; he experimented with atiive warp fibers, including ones made
with ramie, a plant in the nettle family from E&stia; he reduced production expenses; and he
streamlined the organizational structure of the ufactory to dispense with superfluous
positions:*® Nonetheless, amidst continuing attacks, a bekraguGerspach resigned after

seven years as director, approximately half the tinhis predecessor and successor.

18 press clipping fronha Bataille December 1889, MN G.183.
19 Gerspach “Rapport de gestion”; Minutes of the catte® meeting, November 20, 1890, MN G.316
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CHAPTER 3. Jules Guiffrey: Towards Modern Tapestry

Under Jules Guiffrey, the Gobelins began to crediat can be called their first major
modern tapestries. By modern, | mean tapestregsibt only incorporated some of the formal
strategies of the artistic avant-garde, but alpedtiies that staked out a claim for the medium’s
relationship to modern life. 1 will discuss thmne@jor new commission3he Siren and the Poet
(La Siréne et le Poétedesigned by Gustave Moreau, woven from 1896-99€RpA
Tournament Scene from the End of the FourteenthuBefUne Scéne du Tournoi a la fin du
XIVe sieclg, designed by Jean-Paul Laurens, woven from 189&2fate 10); andhe Conquest
of Africa(La Conquéte de I'Afrigyedesigned by Georges Rochegrosse, woven from-2896
(Plate 11) With these commissions, Guiffrey began to resaseithe moribund Gobelins,
bringing it to face the new century.

Early on in his tenure, Guiffrey sought out GustM@eau—a founding father for the
Symbolists, Henri Matisse’s teacher, and one ohéeas leading modern artists—to help
revitalize the Gobelins. He unofficially gave Matethe commission as early as July 1893. The
terms of the official contract drawn up almost anjater were decidedly vague and open-ended:
the artist was “responsible for executing a modddd reproduced in tapestry by the
Manufacture nationale des Gobelié> This language is radically different from theath
commissions Guiffrey initiated and indicates a reakof the tapestry-painting relationship. For

example, when Jean-Paul Laurens signed a contrdicthe Gobelins on March 24, 1894 #r

120nchargé d'exécuter un modéle destiné a étre rejired tapisserie par la Manufacture nationale@eiselins.”
Letter of commission, June 12, 1894. AN F21/2142.
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Tournament Scend clearly stated the subject, destination, disiens, delivery date, etc. for
his “tapestry model”, not “model to be reproducedapestry.*?* The distinction in language
would become the key point of success and failildareau’s work. The only justification or
motivation given for the Moreau commission was thatas to be added to the state museum’s
collections “as an original work of an artist oegt value of which our public collections possess
too few works.*?? Thus, in this commission, Guiffrey jettisoned amfion of tapestry as
decoration, as tied to an architectural settimgtdad, the Moreau project was seemingly a redux
of the tapisserie-tableau

Moreau delivered his meticulously studied modéle Siren and the Po@¥lusée Saint-
Croix, Poitiers), in February of 1896° It depicts a wondrous grotto of astonishing matemnd
figural fluidity, where hair entangled with alga@ilcaround flesh morphing into gilded scales,
where underwater plants seemed to be made of tiGarglgauze or gold mesh (Plate 12). It was
unanimously approved by the Gobelins’ committeeugh Guiffrey expressed some
reservations about the ability of the weavers &ceie such a complex work: “certain little
details are extremely difficult, to not say impdusj to reproduce exactly, and we must be
content with an interpretatiori** The reversal of rhetoric here is baffling. Afsrthe debates
in the 1870s and 1880s about the evils of the sapis-tableauof weavers as translators or

copyists, Guiffrey surprisingly assumes that thpesry’s value lay in its ability to accurately

1 AN F21/2137/B

122comme I'oeuvre originale d'un artiste de granalewr dont nos collections publiques ne possédsntrgp peu
d'ouvrages." Guiffrey to Director of Fine Arts, M8¢, 1894. AN F21/2142.

123 The Musée Moreau, Paris possesses many prepas#tithes for this composition, which show Moreau
carefully working out the positioning of the figetehe color scheme, the design of the border, @& Des. 111,
294, 307, 1121, 2157, 2706, 3175, 4129, 9075, 11P0A0, 16013, and Cat. 66 in the museum'’s cadlect

124 ucertains petits détails sont extrémement diféisjlpour ne pas dire impossibles, & reproduiretexamt, et il
faudra se contenter d'une interprétation.” Mindtthe committee meeting, April 27, 1896, MN GOB Baxdossier
35.
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reproduce painting. More surprisingly, the criticzaction to the work, which was
overwhelmingly positive, hinged on the weaverstuasic replication of Moreau’s painterly
effects.

While it was still on the loom, Lucien Magne wrpotdhe completed sections have all the
brilliance of the model: the weavers seem to haadaera game of difficulties that would be
insurmountable.. > The Symbolist writer Joris-Karl Huysman declatiedt the tapestry
would certainly be a success “because this traftsposs of a fidelity that one did not dare
expect.*?® He claimed that Moreau’s work proved that the &iois had regained its relevance
in the modern era. At the Universal Expositior1800, wherél'he Siren and the Poefas
displayed, another reviewer described the workighitas “the copy of the painting by Gustave
Moreau” and praised it as a tour de force of wegtihat was able to render the hallmark
impasto of the artist’ Indeed, one of the major breakthroughs of theeBd weavers was the
use of a technique calléel crapaud,in which silk weft threads were passed over twmore
warp threads to create points of thickness orfrellgnployed in this manner, the reflective
guality of the silk imitated the encrusted surfatfect of impasto (Plate 13); Moreau used this
technique even in the border of the tapestry, amd¢iwe band inspired by a mosaic in the Musée

de Seng?®

125 4es parties faites ont tout I'éclat du modéles tapissiers semblent se jouer de difficultésqraient
insurmontables," Lucien Magne, "La Tapisserie Bénufacture," 38.

126 «car cette transposition est d’une fidelité quitnsait attendre,” J.-K. Huysman, "Les GobelidsEcho de

Paris, January 18, 1899. MN G.279.

127 Berthe Mendés, "Une Visite aux Gobelinsd' Fronde March 30, 1900. MN G.279.

128 Moreau apparently saw a reproduction of the mdsait Duflot, “Mosaique découverte a Serlglagasin
Pittoresqueseries 2, vol. 8 (1890): 328. See Jean Guifftieg,Manufacture des Gobelins a I'Exposition de 1900
Art et Décoration May 1900, 154: “La bordure... est inspirée en geapdrtie par une mosaique conservé au musée
de Sens et reproduite autrefois dans le Magadiorésgue.”
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A common sentiment throughout the reviews of tipeséry at the 1900 Exposition was
the notion of exceptionalityThe Siren and the Powetas constantly described with words like
inoui, imprevu, inattendw-unheard of, unforeseen, unexpect€dThe tapestry, in its
replication of Moreau’s impasto, fluid brushworkgdablending of mutable colors, was wholly
unprecedented by human perception—never seen beforer heard of before—, created as if
by deus ex machina. Although this exceptionaliswhe basis of its critical triumph, it was
also the reason for its uselessness, in terms démaing Gobelins production. It was an
unrepeatable success. When Charles Lameire reportee Minister of Public Instruction and
Fine Arts on the Gobelins’ contributions to the Q¥Xposition, he said as much: “we believe
that this type of tapestry must remain a brilliant magnificent exceptiort>

| propose that this return to the tapisserie-tableas a way of addressing the anxieties of
industrialization from another perspective. Inestivords, instead of condemning mechanical
copying of paintingThe Siren and the Poptesented a model so complex that only supremely
skilled humans could reproduce its effects. Thedda tapestry was an example of non-
mechanical copying, copying that defied industpi@duction and reaffirmed the artisanship of
the Gobelins’ weavers. Reviewers and fine arteiafé confirmed this point of view. In his
report to the Fine Arts budget commission, Henra@s-Etienne Dujardin-Beaumetz wrote,

“this piece of extreme complication triumphantlyndenstrates that the virtuosity of the Gobelins

129 Alphonse Séché, "Tapisseries des Gobelins,Siécle March 22, 1900; "Les Gobelins & I'Expositiohg’ Petit
Parisien March 8, 1900. MN G.279.

130“nous estimons que ce genre de tapisserie do@utenune brillante et magnifique exception.” Cesillameire,
Rapport...I'Exposition Universelle de 19Q,.
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weavers is unmatched® Fernand Calmettes gave a more detailed appraigalhining how
the weavers had to work against the rigid natuneadl and tapestry to reproduce the fluidity of
the model:

All while bringing forth through wool threads offfirent colors and an unvarying stitch

the subject to be reproduced, the tapestry cotergarp and makes its wefts, and it's to

this servitude that it owes its somewhat cold app®ze, specific to flat fabric of uniform
structure. The translators of Gustave Moreauydeioto avoid such an appearance,
incompatible with the character of their model, én@mployed artifices and all the tricks
of the trade, as far as silk highlights simulating crusts of paint that the painter daubs
onto the canvas to catch the ligff.

The Moreau model pushed the weavers to the exthenghts and depths of their craft.

In a way, the Moreau tapestry took a stance agtiegprogress of modern society, that
is, against the inevitable encroachment of indakstation on the arts. As evidence of the latter,
the 1900 Exposition featured a new critical massathine-made “tapestries”. These were
made on Jacquard looms through a process dalteitation a fardagesjevelopedfter the
1889 Universal Exposition and featuring the usmafti-colored warps and weftd® One of the
most lauded firms manufacturing this new producs #ee Maison Leclercq in Tourcoing, which
won a gold medal at the 1900 Exposition. Lecleveg determined to create modern industrial

art, as opposed to historicist pastiche, and tbezefommissioned models from relatively

progressive artists such as Eugene Grasset. Goesigned a tapestry set for Leclercq entitled

131«cette piece d'une complication extréme démont®rieusement que la virtuosité des tapissiersGtsselins
n'est égalée nulle part.” MN GOB Box 5, dossier@90

132«Tout en poignant en laines de couleurs différeteesujet & reproduire avec un point constamneemtéame, la
tapisserie couvre sa chaine et fait sa tramegst & cette servitude qu’elle doit son apparengeeurfroide, propre
aux tissus plats de travail uniforme. Les tradustele Gustave Moreau, pour éviter un tel aspecbnipatible avec
le caractére de leur modéle, ont usé d'artificemisten jeu toutes les ficelles du métier, jusgl€a rehauts de soie
simulant les croltes de pate que le peintre plaguéa toile en accroche-lumiere.” Fernand Calnsettiees Tissus
d'Art,” 244.

133 Ferdinand Leborgne, “Classe 70. Tapis, tapissées-27.
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theFestival of SprindFéte du Printemp<Plates 14a-b), on display at the 1900 Expos#ith,
fittingly, for sale at Printemps, the posh Parigi@partment store.

Interestingly, Grasset was supposed to have detignehe Gobelins a set of eight
tapestries on the Song of Roland to decorate th&ehtu of Modern Sculpture in Luxembourg
Palace; some, if not all, of these tapestries wapposed to be finished in time for the 1900
Exposition'** Despite serving on the Gobelins’ committee, whialst have provided a
constant reminder of his negligence, Grasset nésiérered more than one skettf. We can
speculate as to why this was the case: perhapsvbectl the speed of mechanical production
over the Gobelins’ proverbial slowness and thus likelihood of seeing his design realized in a
short amount of time; perhaps he was attracteldeqtofit of private production; or perhaps he
preferred the wider and more democratic dissenunaif machine-made tapestry. In any case,
industrializing the arts held many attractionsddists, and many perceived threats for the
Gobelins. In the face of these new technologiegktbpments that permitted the production of
relatively modestly priced “tapestries,” the virtimMoreau tapisserie-tableenade an
argument for expert handcraft against the impingemlacement of man by machine.

Guiffrey’s other commissiongy Tournament SceradThe Conquest of Africa
presented more concerted attempts to define madpestry, as opposed to a reaction to the
state of industrialization and the arts. Indeeteims of modernizing tapestrihe Siren and the

Poetsimplistically assumed that a design by a modeistguerforce equaled modern tapestry.

134«Etat des modéles commandés et non livrés enchti, GOB Box 5, dossier 1896; “Etat des modéles
commandés et non livrés encore,” MN GOB Box 5, dwsk897; LepdorEugéne GrasseR11l. Grasset was given
this commission on February 19, 1894.

135 Henri Roujon, Director of Fine Arts to Guiffrey iary 5, 1895 specifies that at the next committeeting of
the Gobelins on February 11, they will examine etctk of Grasset’'s. MN GOB Box 2, dossier 35.
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A Tournament ScerandThe Conquest of Africiastead offered two different conceptions of
modern tapestry that, | suggest, mapped onto thalifferent imperatives the Gobelins faced
over the course of the early Third Republic: restirgg in ancient traditions; and reflecting the
developments of modern life, respectively. Thesethpestries, woven simultaneously,
represent the culmination of the manufactory’s s@&ing between historicist and technological
tendencies during the nineteenth century.

Jean-Paul LaurenFournament Scengas intended for the reading room of the National
Archives, then housed in the Hotel de Soubise, lvinas originally built in the late fourteenth-
century. Guiffrey had been employed as an ardhilvese before taking on the post of director
of the Gobelins, so it is not surprising that mistfcommission in his new position would be for
a building that he knew intimately. It is alsdifig that Guiffrey, who had identified the Middle
Ages as the most brilliant era of decorative taygst stipulated a medieval subject for a
building of medieval origin. As for Laurens, hisepious medievalist history paintings, such as
The Excommunication of Robert the Pi¢l875, Musée d’'Orsay), as well as his service en th
Gobelins’ committee, made him a logical choiceGaiffrey’s mission to reinstate tapestry’s
medieval, decorative tradition.

A Tournament Scerveas meant to bring modern tapestry back to theghcity and
frankness” of medieval weavirtd’ and it was informed, from conception to execution,
nineteenth-century ideas about what that meantorBeeceiving the official commission,

Laurens designed a trial piece in April 1893 talgtaxactly how a painted image is translated

136 Guiffrey, Histoire de la tapisserie123 and 129.
137 Dujardin-Beaumetz, Report to the Fine Arts Budgemmittee, MN GOB Box 5, dossier 1900.
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into a woven one (Plate 15). More precisely, hate@ to understand the medievalist tapestry
design principles of “the simplification of the nedohg of flesh, the general reduction of the
number of colors, and the substitution of franke®for modulated one$® The trial study
represented a knight with two ladies and a banagrgtly inscribed with the battle cry of the
French kings up until the sixteenth century: “Molg Saint Denis.” The subject was not
actually taken from the as-yet unrealized cartdoA ®ournament Scenmstead, it seemed to

be designed to test on a smaller scale, in oneermadl panel, the same mix of text, figures, and
various textures (silk dresses, metal armor, dtaf)would characterize the final piece. Laurens
was therefore very conscientiously researchingpaaparing to create a model that would
reference the Middle Ages in style as well as aontélthough the final work retains vestiges of
academicism, it still presents a noticeable depaftom the theatrical realism of Laurens’s
historicist paintings.

To that end, he painted the final cartoon usingr@edure of matte painting ... of color
giving neither brilliance nor reflections® As discussed earlier, the sheen of oil paint was
thought to be incompatible with, or even detrimétdamodels to be translated into wool.
Although Laurens’s cartoon was executed in oil apgs, he clearly took pains to either leech
out or counteract the effects of oil so as to confto a medievalist, decorative tapestry aesthetic
of dry, matte areas of color. When Laurens dedigdris cartoon, Guiffrey touted it as

“considerable progress ... over everything that leenlelivered to the workshop for many

138 CalmettesFtat général des tapisseriek90.
1394yn procédé de peinture mate ... d'une couleur maalot ni brillants ni reflets,” Guiffrey to RoujoRebruary 4,
1895. AN F21/2137/B.
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years. [...] Mr. Laurens will be the first to restdly step in this new path that other painters
will follow from now on, we must hope™°

With this affirmative praise, Guiffrey elided a preus endeavor in this veinSaint
Agnes. Darcel’s “trial of textile simplification” was ofourse a minor, if significant, experiment
that was not on the scale of LaurenBtirnament Scendt is interesting, however, that the
precedent oSaint Agnesemained unacknowledged, or perhaps it was taattkppowledged,
given that the head weaver on Laurens’s projectrwag other than Emile Maloisel. In contrast
with Maloisel’s work onSaint Agnesthough, the “frank” yet complex coloration Af
Tournament Scengecessitated more intricate weaving techniques.ekample, to capture the
luxurious appearance of the ladies’ moiré silk mbeother rarefied effects of color and texture,
Maloisel and his weavers used double-ply weft ttiseaade from two different colored strands
(Plate 16). Thighinétechnique, unlike the Deyrolle system, was knowthéMiddle Ages and
was therefore in keeping with the medievalist inapige.

The genesis oA Tournament Scerdemonstrates not only Laurens’s and Maloisel's
diligence, but also Guiffrey’s erudition. The tafrg follows several details discussed in the
latter’s chapters on medieval tapestry inHiistoire de la tapisserighe inscriptions in Old
French (Renaissance tapestries would predomintagtyre Latin inscriptions); the detailed,
sumptuous clothing imitating damask and silk; tteek contours around all motifs, a device that

Guiffrey argued was imported from stained glass; @acomposition based on manuscript

1404yn progrés considérable ... sur tous ceux qui thtigrés a l'atelier depuis bien des années. [...LMirens

aura le premier marché résolument dans cette wiealle que d'autres peintres suivront désormafsyi
l'espérer.” Ibid.
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miniatures-*! Guiffrey, as an archivist, historian, and direaibthe Gobelins, probably had
considerable input in the subject and design of&asis tapestry. He may have even pointed
the artist towards specific illuminated manuscripts

A Tournament Scermveas very likely inspired by fifteenth-century maodpts such as
The Tournament Bodkivre des tournoisBnF, ms. Fr. 2695gnd theArmorial of the Golden
Fleece(Grand Armorial équestre de la Toison d'@nF, Ars., ms. 4790 The elaborate
heraldry, which serves as the dominant ornamenkedrae of the tapestry, probably draws from
the latter, one of the most magnificent and renaharenorials from the Middle Ages. The
compendium of 942 coats of arms was illustrateth W& equestrian portraits (Plates 17-18).

A lavish facsimile of the manuscript was produaed 890 by Lorédan Larchey, archivist of the
Bibliothéque de I'Arsenal. This publication greatbntributed to the renewed interest in
heraldry during the fin-de-siécté? Indeed, Larchey produced another facsimile in91&%a
selection of fifty of the equestrian portraifs.

The armorial devices depicted in Lauren’s tapestye very deliberately chosen, as
evidenced by a comparison between the artist’s haaethe final work (Plate 19). For
example, the escutcheon emblazoned on the caparfisbe mounted knight's horse in the
center featured a cross partition in Laurens’s rhodé¢he final tapestry, however, it was altered

to be a chevron. Shields with crosses were gdgevaln by knights going off to the crusades,

141 Guiffrey, Histoire de la Tapisserie29-30, 123.

21 would like to thank Jean Vittet and Brendan Balh for suggesting these connections, respectiviélynberly
Jones cites another source for Laurens’s compaostiie tapestry entitlethe Tournamentate 18" century, Musée
des Beaux-Arts, Valenciennes (“Jean-Paul Lauret®),”

13 For a discussion of this manuscript, 8éiaiatures flamandes89-90 and Larchey;hevaliers de la Toison d’Or
144 Michel Pastoureau in Larch&@hevaliers de la Toison d’Of,1. The facsimile was entitledncien armorial
équestre de la Toison d’'Or et de 'Europe au XVa&mele(Paris: Berger-Levrault, 1890).

145 Costumes vrais. Fac-similé de 50 mannequins delieav@n grande tenue héraldique, d'aprés le mariugzin
officier d'armes de Philippe le Bon, duc de Boumypgl429-1467Paris: Plon, 1899)
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while a chevron partition referred generally to $ipeirs of a knight's armdf® a more fitting

motif for a tournament scene. Clearly someone detailed knowledge, Guiffrey perhaps,
modified Laurens’s heraldry for the sake of accyralcdo not mean to suggest that Laurens
and/or Guiffrey directly copied all the tapestrigaraldry from the armorial. In fact, the helmet
on the right side of the tapestry with a crestim $hape of a woman’s bust would suggest
otherwise (Plate 20). It was also not presentanrens’s model and seems to be loosely based
on Philippe de Ternant’s crest pictured on fol.\16#the Armorial (Plate 18), but dispenses
with the latter’s fifteenth-century headdress dfivaded hennin. The Armorial thus served as
both visual sourcebook and departure point fos@ctinvention.

Laurens’s composition seems to draw from anothemuseript, René d’Anjou’s
Tournament Bogka description of an ideal tournament, focusingh@npreparations and
ceremony surrounding the event, rather than ownl¢tails of combat. Likewise, Laurens depicts
the entry of the knights and ladies and the presiemt of the helmets, rather than battle in the
lists. The artist’'s design seems to be an amalggamaf various folios, from the depiction of
the knights’ lodgings to the portrayals of the me§|Blates 21-22). Critics of the time and
scholars today have commented on the incongruiy Bdurnament Sceigeplunging recession
into depth with medieval tapestry’s planar conaamptf spacé?’ However, if we compare
Laurens’s composition with folios 54v-55 ©he Tournament Bookor example, his use of
depth perspective did conform to a medieval prgetyThe spectators’ boxes in Laurens’s

tapestry are effectively a combination of thiee Tournament Botskdepiction of the knights’

10 http://classes.bnf.frirendezvous/pdf/MF_fiche_2.pdf
147 Calmettes, “Les Tissus d’art,” 246; Emery and Muita, Consuming the Pas29.
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lodgings, including the orthogonal perspective Hreddisplay of their arms beneath their
windows, with the scaffolding structure in whicletladies and judges sit, depicted in folios
100v-101, for example. The forest of poles onriplet side of the tapestry, bearing inscribed
banners and the knights’ armorial devices, is dé&soved from folio 101. Providing a further
link between manuscripts and tapestry, Toernament Boo& execution in ink drawing
heightened with wash, an unusual technique for @it miniatures, was employed for
tapestry cartoons during the Middle AdéS.

The text of Laurens’s tapestry is, however, natesl to thélfhe Tournament Boak
any medieval manuscript for that matter. Lauretisaeted the text from Francgois-René de
Chateaubriand’&enius of ChristianityGénie du Christianismé 802) This magnum opus,
published at the dawn of the nineteenth centurpareed hugely influential throughout the
century, as much an expression of French geniusigadt of French patrimony as medieval
manuscripts and tapestry. It originated a ceitagrpretation of the Middle Ages that rested on
ideals of spiritual purity, social stability, aneime faith'*® The banderole at the top of
Laurens’s tapestry and the text at the bottomalefttaken from part IV: WorshijCulte), book
V: Military Orders or Chivalry Qrdre militaire ou chevalerig chapter IV: Life and Manners of
the Knights(Vie et moeurs des chevaligrsThe bottom inscription quotes a song that rgvin
troubadours sing for the knights just before tlaetsif a tournament battle, alluding to the ladies

in the spectator boxes: “Servants of love, looktlgéat the angels of paradise in the scaffolds/ If

148 Erancois Avril in PognorLivre des Tournoisl1 and GautieSplendeur de 'Enluminur@79.
149 Emery and MorowitzConsuming the Past6-17. See also Jean-Claude Berchet, “Frango@hdteaubriand”
in Bernard-Giriffiths et al.l.a Fabrique du Moyen 4g297-311.
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you joust mightily and joyfully/ You will be honogeand cherished*° The top banderole
recites the cry of heralds to a knight winning aitke: “Remember whose son thou art and be not
degeneratef®*

The combination of Chateaubriand’s text with imggespired by illuminated
manuscripts renders Laurens’s tapestry a multivalenk that intertwines various strands of
medievalism. Elizabeth Emery and Laura Morowitzenargued that fin-de-siecle medievalism
was distinguished from earlier nineteenth-centuegi@valisms in several respets.It was a
multivalent phenomenon that crossed social andigallicategories and thus unified the
populace in the belief that the Middle Ages weredhigin of France as a nation and of France’s
global artistic supremacy. Emery and Morowitoatharacterize fin-de-siecle medievalism as
having an archeological or scholarly tendency,sardeo search for the “truth” about the Middle
Ages. This is in contrast with the picturesquedap of Romantic medievalism found earlier in
the century, when the Middle Ages were conceivedrasindistinct block of time, and
terminology as well as periodization were fldtd. Troubadour paintings, which were often in
fact inspired by Chateaubriand®enius,are characteristic of Romantic medievalism.

Laurens’s design adheres to the fin-de-siécle atohecal trend, most obviously in its
use of medieval manuscripts as visual inspiratibhe artist went back to the source material

from the time period, as opposed to basing hisgoesompletely on personal invention or other

1%0«gervans d’amour regardez doulcement/ Aux eschedages de paradis/ Lors jousterez fort et joyeesehEt
vous serez honorez et chéris,” Chateaubri@mhie IV, V, 231 (Paris: Migneret, 1802)

13Lugouviens-toi de qui tu es fils et ne forligne Pdbid., 232. Translation taken from ChateaubriafileGenius
of Christianity, trans. Charles I. White (Baltimore: John MurphyC&., 1856), 614. This cry is also cited in JEJ.-
Roy’'s Historie de la Chevalerie fifth edition of which was published in 18730yRecredits Louis-Antoine-
Francois de MarchangyGaule poétiqug1819) for this quote.

152 The following discussion is based on Emery andddiz, Consuming the Pas2-9, 15.

153 Berchet, “Francois de Chateaubriand” in Bernariffi@rs et al.,La Fabrique du Moyen 4g&98-300.
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nineteenth-century imagery of the Middle Ages.adidition, the excerpts from Chateaubriand
were altered to be written in Old French, presumébhugment the impression of historical
accuracy. For example, in the top banderole, @&kt copying Chateaubriand’s wording of “ne
forligne pas,” the Old French form of negation $&d: “ne forligne mie.” Other archaizing
changes in the tapestry’s inscription include teelided form of the noun, “filz,” and the use of
double letters in “eschaffaux® As Laurens’s painted model followed Chateaultti&n
original text, we can conjecture that Guiffrey feadand in changing it for the completed
tapestry. Finally, Laurens’s interest in the sabg the tournament was part of the larger,
scholarly study of chivalry in the late nineteenoémtury. Books such as the historian Léon
Gautier'sLa Chevalerig 1884, re-issued multiple times throughout the E3@3tablished the
fin-de-siecle fascination with the codes and prastiof medieval knights.

Gautier focused his study on the twelfth and tkinte centuries, when the tournament
was an act of meaningful, mortal battle, as oppaseke courtly ritual of the fourteenth and
fifteenth centuries, which he somewhat derisivelyyed, “plumed chivalry**° Laurens’s
specific depiction of a tournament at the end effthurteenth century thus places it in the realm
of chivalric ceremony. It is notable that Laurepcifies a century that comes after Gautier’s
study and before the production of the manuscti@sserved as his main sources. This time
frame might be related to two factors: the latetieenth-century origin of the Hotel de Soubise;
and the late fourteenth-century production of th& freat extant medieval tapestry cycle, the

Anger Apocalypse, woven from 1377-82 with composis based on manuscript miniatures. In

54| am indebted to Brendan Sullivan for his knowleayg Old French.
135413 chevalerie & panache,” Gautieg Chevalerie701. (3 ed, Paris: H. Welter, 1895)
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fact, Laurens depicts costumes and dress spetyficain the late fourteenth century— the fitted
cote hardywith a scooped, off-the-shoulder neckline and eited turrets for the women (Plate
23); the long, dagged sleeves of the men—as oppogee fifteenth-century fashions shown in
The Tournament BodR® Such scholarly attention to historical detailicades a deliberate
choice of time period and research into fourteerghtury sources. Then again, fifteenth-century
manuscripts did depict some of the fashions repteddan Laurens’s design, such as the ermine-
lined surcoats on two of the processing women ¢F21d), which were associated with
ceremonial occasiorts’ In any case, the specific time period was notceatiby critics, several
of whom identified the tapestry with the sixteen#imtury*>® The tapestry was furthermore
recorded by Fernand Calmettes in his definitivalogiue of nineteenth-century Gobelins
production as, “Descent of a Tournament at theaérile 15th century™®®

This fuzzy notion of chronology or muddling of tbenturies was more in keeping with
Romantic medievalism than fin-de-siecle antiquasian In fact, through the references to
Chateaubriand’&enius a work that was foundational to Romantic mediewal this strain of
historicism was literally writ into Laurens’s desigLaurens’s citations imbue the tapestry with
a nostalgic longing for a mythic, peaceful pagiaat when the arts were flourishing and society

operated in communal harmony. Despite or in castjan with its scholarly touches, the

tapestry does include its share of picturesqueant For instance, the entry of the knights,

%6 For a chronology of medieval fashions, see vareBulluminating Fashionl thank Brendan Sullivan for this
reference.

157 see for example, “Marriage of Charles IV and Marfi¢.uxembourg,’Grandes chroniques de Franck}58,
BnF, Ms. Fr. 6465, fol. 332, ill. in van Burdfiuminating Fashion187.

138 See for example, Eugéne Montrosier, “Jean-Pauldre,’ Gazette des Beaux-ArSebruary 1899); Alphonse
Séché, "Tapisseries des Gobeling"Siécle March 22, 1900.

159 CalmettesFtat général des tapisseriek39.
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dismounted and bareheaded and thus stripped sfgh#iers of knighthood, walking with their
ladies on their arms, is wholly anachronistic.s#y;, ladies are not ever shown or described in
medieval manuscripts or nineteenth-century hissoaeentering the lists with the knights.
Secondly, if a lady is shown promenading with agkihi he is mounted, wearing his crested
helmet, and she is holding the reigns of his hbtsd.aurens’s entry resembles instead a
medieval dress-up version of nineteenth-centuryitasplates. Indeed, it could be a
representation of a fin-de-siecle medievalist speet A Tournament Scertbus interweaves
multiple medievalist tendencies; it is both unaleaisfantasy and the fruit of archeological
research, both a search for a true Middle Agesaainctional invention of them.

A Tournament Sceradfered a complex message as a decoration in #tiemal
Archives. It was first and foremost a celebratidfrrench patrimony, a statement of French
patriotism in both its subject matter and aestketiGautier had in fact traced the origin of the
tournament to France lra Chevalerie“The only truly uncontestable fact ... is that toaments
HAVE A FRENCH ORIGIN. They were born in our cowtwe have clearly introduced them
to Germany and England® Gautier’s defensive, nationalist tone is obvigussymptom of
France’s contemporary rivalry with her Europearghbors, or rather, her need to declare
cultural superiority in the face of threatening mamic inferiority. In any case, the choice to
depict a tournament in a medievalist style waseig a nationalist one that affirmed France’s
role as the source of high European culture. eunlore, the historical subject was appropriate

for a site reserved for historical inquiry.

1601 am again indebted to Brendan Sullivan for shatiis expertise in Flemish manuscript illumination.
1614_e seul fait, vraiment incontestable ... c’est de® tournois ONTUNE ORIGINE FRANCAISE. Ils sont nés
chez nous; nous les avons visiblement importésliemagne et en Angleterre,” Gautiég Chevalerie675-76.
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As an art object created under a Republican rednmeever, the implications were less
straightforward. Emery and Morowitz have percegihargued that the inscriptions on the
banners depicted in the tapestry—Iloyalty, strenggisistence, etc.—were values of the

182 In their study, they also contrast

Republic, vital to the construction of its politicdentity.
Chateaubriand’s vision of pure, naive faith witltddr Hugo’s democratic medievalismTime
Hunchback of Notre Dam@831); that is, Hugo’s portrayal of the Middle Agas a time of

ribald street fairs that brought together all semt@nomic groups in communal celebration.
They convincingly demonstrate that Hugo’s populiston was at the heart of the fin-de-siecle’s
treatment of the Middle Ages as consumer spectiti@ournaments were part of this spectacle,
however the tournament depicted by Laurens waslddlyi not democratic. It instead
emphasized a courtly culture of hierarchy and tjtéfsan ideology that would have appealed
more to Catholic Royalists than anticlerical Rejmdols, among which Laurens counted himself.
We could associate this seemingly inconsistent ageswith the politicatalliementof the

1890s, the Republican reconciliation with the righta way of maintaining power and creating a
bulwark against the violent tactics of the extrdefe'® Or perhaps this disconnect reveals how
the Gobelins, as it did under Gerspach, continaedrtiggle with integrating itself into a
Republican regime.

RegardlessA Tournament Sceredfectively proposed that looking back to ancient

traditions was the way to move forward. With tbienmission, Guiffrey presented a conception

162 Emery and MorowitzConsuming the Pas?9

%% bid., 172-79.

184 n fact, the woman standing outside of the sckrmking on with her back turned towards us, weapkan kirtle,
which marked her as a servant or peasant figuhe. isSexcluded from the aristocratic festivities ginterestingly,
functions as a double for the viewer.

185 For a more detailed discussion of tadiement,see Silvermanirt Nouveau48-49.
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of modern tapestry as a reinterpretation of mediégeorative principles. We can see how
ingeniously Laurens imbricated the medieval andtleelern, or showed how the modern could
be a continuation of the medieval, in the bottoondl border. The flowers growing outside of
the white partition bring to mind millefleurs tapgsas well as Art Nouveau floral motifs,
particularly as used in wallpaper (Plate 25). kemnore, the flowers invade the main scene so
that the differentiation between border and imagetcally disappears. The fusion of border
and image exemplifies the Gobelins’ move towards@orative, modernist stylization of
tapestry, here looking back to borderless milleeuangings. Laurens®urnament Scene
presented a historicist, pre-industrial ideal adriere, an image that would be countered and
complemented by Rochegross€snquest of Africa.

Georges Rochegrosse was a successful Salon pafirrtecient and exotic subjects who
also had a more avant-garde affiliation with Syndyol The latter tendency is evident in the
Wagnerian painting executed shortly before his GodeommissionThe Knight among
Flowers(1894, Musée d’'Orsay). That year, he also travieledlgeria, and it was perhaps this
exposure to a French colony in Africa, along with $tatus as a modern and somewhat
progressive history painter, that motivated Guyffseselection. When Rochegrosse received an
official contract on August 20, 1895, he had alselbden unofficially engaged in the project for
several months; Guiffrey had sent him thread sasnpieMay 2, 1895°%°

It is unclear how the subject of France’s colon@abf Africa was chosen, but the
decision attests to the growing political importamd the colonialists in the Chamber, and to the

pervasive ideological change that married impesmalto republicanism during the 1880s and

186 CalmettesFtat général des tapisseriezll; MN G. 40.
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1890s. Nevertheless, the subject of Rochegrotseestry has been passed over in scholarly
analysis of the work. Pierre Vaisse’s half-defeashalf-dismissive footnote represents the
scholarly attitude that has closed down discussidhe overtly racist imagery: “The subject of
the tapestry dispenses with commentary; it woulgde to reproach Rochegrosse for a
conception of colonization that was that of thesbing majority of his contemporarie¥.” The
lack of commentary, however, has led to a lackrmfaustanding of the significance of this
tapestry. It is not productive to dismiss it otihand as racist; to understand the how and why
behind the imagery, so disturbing precisely bec#useresented with such naiveté, is to
understand more fully the problematic negotiatietween nationalism and the ideals of the
Republic.

In 1895, when Rochegrosse was working on his maldel;supercolony” of the
Federation of French West Africa (Afrique Occidéatarancaise, AOF) was officially
created:®® This event represented the winding down of albaigcade of astonishingly swift
exploration and “pacification” of the western Sudagion of sub-Saharan Africa. As numerous
historians have demonstrated, the “new imperialisfrthe Third Republic was in large part
motivated by the humiliating loss of Alsace-Lormiafter the Franco-Prussian war in 18%1.

As one way to make up for the loss and regain aesefGallic glory, colonialists advocated for

the expansion of French territory from the alrebdld northern and western coasts of Algeria

167« e sujet de la tapisserie se passe du commeniiaserait vain de reprocher & Rochegrosse uneegiion de la
colonization qui était celle de I'écrasante magpdes contemporains.” Vaisse, “La Querelle depasserie,”
85n124.

188 The AOF consisted of present-day Mauritania, Sehédali, Guinea, Ivory Coast, Burkina Faso, Bemin
Niger.

189 5ee for example, Cookiew French Imperialism,0-11, 13, 17; Conklinylission to Civilize 12; SibeudUne
science impérial20-21.
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and Senegal into the interior of the continent,amg Lake Chad. Another motivation for
expansion was economic competition. Looking atetkeemple of Britain, who had formed the
Royal Niger Company in 1886, France saw that cororalgprofit was potentially to be gained
through exploitation of the colony’s resourceswa#l as making the colony a guaranteed market
for the export of French goods.

The alignment of industrialism and colonialism waade bureaucratic fact in 1889 when
the administration of the colonies moved from thi@istry of the Marine to the Ministry of
Commerce and Industry. In 1890, furthermore, agpei lobbying group called the Comité de
I'Afrique francaise was created specifically to advocateifor fund exploration and
colonization of Africa, as opposed to Asia or tleaith Pacific. One of the founding members
was none other than Edouard Aynard, the deputy frgom discussed in the previous chapter.
Africa represented an exciting, potential new maf&ethe French textile trade. The interests of
industry and conquest, and thus of republicanisthcatonialism, went hand-in-hand. As
evidence of the Comité’s influence, in 1894, théo@@l Ministry was created. The
establishment of a separate, new ministry affirmetonly the power and importance of this
sector to the Third Republic, but also the traasifrom military rule of the colonies to civilian
rule. In other words, if the 1880s were markedib@ridled conquest and expansion by the
French army, in the mid-1890s began the proceadgministrative consolidation and economic
development’® It was time to take stock of the vast, diversetwry France had just acquired

and make it productive.

170 Conklin, Mission to Civilize 23, 35, 41-42; Sibeutline science imperiak2.
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The economic rationale behind colonization was tipdvith a moral rationale. The
invasion of sub-Saharan Africa during the late teeath century was the beginning of France’s
infamousmission civilisatrice. The civilizing mission was, of course, based qaternalistic
view of the races, well represented by Jules Fesgeech to the Chamber in 1884: “the superior
races have a right vis-a-vis the inferior racesheythave a right to civilize themi™ In the
ideology of the Third Republic, one of the mostessigl methods of civilizing native peoples
was through commerce and the spreading of Frerntisiry and technology. In the AOF, as
Alice Conklin has shown, it was not until the apgment of Ernest Roume as governor general
in 1902 that this idea could be put into practic¢eHowever, once appointed, Roume’s first
project was to introduce modern communication aadsportation networks to the colony.
Railroads and telegraph lines would, he believieyiate the perceived “uncivilized” state of
isolation and poverty of the West African peoples.

It was within this context of administrative condation, of Republican faith in the
civilizing powers of French technology, that Rocteesge’s striking and unusual tapestry was
created. Notably, Rochegrosse places the trooplohial officers trailing behind the allegorical
figure of the French mission civilisatrice; theatbbeship is barely visible in the background
behind the vegetation. The tapestry promotes thesage that the period of military conquest

was over and the civilizing mission now took presrece!’® The figure of French Civilization is

"1 Cited and translated in Conkliklission to Civilize13. Ferry was then the President of the Courfeilr Ferry’s
role in French colonialism, see Charles-Robert AgetJules Ferry et la colonisation,” dules Ferry: fondateur de
la Républiqueed. Francgois Furet, 191-206 (Paris: EditionsEeole des Hautes Etudes en Sciences Sociales,
1985).

172 Conklin, Mission to Civilize chap. 2.

173 perhaps this was part of the reason behind thetaenname-changing of the tapestry. It was vahjoreferred
to in the press and in official reportslas France colonisatrice, Explorateurs de I'Afriqueixploration de
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one of the more curious features of Rochegrosssgd, combining classical elements of
allegory with representations of modern technolagyrnament. With the French tricolor flag
waving behind her, she arrives in a vaguely defidgttan village and makes a gesture of
oration with her right hand. In her left hand, sloéds a laurel branch, signifying France’s
military but also perhaps moral victory. She bsgmiyvilization in the form of the law,
symbolized by the book also in her left hand latyéleEX,” and technology, as represented on
her robe. Her garment is ornamented with telegpgds at the bottom, mechanical gears at the
top and bottom, light bulbs that oddly replacethbgs of these gears in the middle, electric
conductors with currents zapping out at her waistland stylized steam throughout (Plates 26-
27). How did Rochegrosse conceive of this pecufighbrid figure? What sources did he draw
from and what meanings do they lend his design?

Rochegrosse’s figure of French Civilization remétkaesembles allegorical figures of
electricity depicted in late nineteenth-centurytpos advertisements, and illustrations (Plate
28). These personifications are often portrayeltl wne arm raised, usually holding a torch,
and/or beams of light shooting out from the crowtheir heads. As Shelley Cordulack has
demonstrated, the prototype for these figures wdadt the Statue of Liberty? Emile Lévy’s
poster for the Industrial Arts Exhibition has Eledty not only holding a torch in her right hand,
but also a rectangular object in her left arm, miilah Lady Liberty. Frédéric-Auguste

Bartholdi, the sculptor of this symbol of Franco-&mean friendship, had originally conceived

I'Afrique, L'Expansion de la France en AfriquendLa France en Afriqueas if the word "conquest" was to be
avoided. And yet, the notion of the explorer argleration referred back to a "pre-conquest” moniethe 1870s,
when the Romantic idea of the solitary scientigifeser on a mission to Africa was current. See=8thUne
science impériale26.

174 Cordulack, “Franco-American Battle,” 152.
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of the statue as a kind of lighthouse that woulditted with electric lamps in both the torch and
the crown. His work was thus to be a literal emiyaht of his allegorical vision, which he
calledLiberty Enlightening the Worl¢Liberté eclairant le Mondg(Plate 29). Cordulack further
argues that as the US pulled ahead of Francenmstef industrial production and technological
innovation, French artists re-appropriated theustaf Liberty as a French work, and used it to
represent France’s modernity through its associatith electricity.

A comparison between Rochegrosse’s model andiagéthpestry reveals changes to his
allegorical figure that enhanced its resemblandbed._iberty/Electricity figure in popular
French visual culture. In the model, French Cration’s raised hand is held straight up, in a
firm oratorical gesture meant to silence the autkgfPlate 30). In the tapestry, her hand is
strangely curled; if it was rotated ninety degrest® could have been holding a torch (Plate 31).
The model also emphasized one flame of white laglihe top of her head, like a reinterpretation
of the goddess Diana’s crescent moon diad@mmaller, subordinate, golden rays encircle the
rest of her head. The tapestry, by contrast, tepiench Civilization with white rays shooting
out from her entire head, like Bartholdi’'s visiohLaberty. Furthermore, she holds a book of the
Law in her left hand, just as Lady Liberty holds&hblet of the Law in hers. Rochegrosse’s
allegorical figure thus not only presents civilipatas electricity, that is, the civilizing process

modernization through technology, but also ingeslpaonflates the mission civilisatrice with

175 pdvertisements for non-electric, incandescentligiss used the trope of Diana to ennoble theidpmb.
However, as Cordulack points out, “It is signifit&imat the figure of Diana never appeared in Francke context
specifically of electric light, associated as itswgith ideas of the modern...” (Ibid., 160). Roclexge’s change in
his depiction of French Civilization’s aureole thperhaps signals an awareness of these associatidns
prototypes.

80



Liberty Enlightening the World. Rochegrosse’s &tpeis a propaganda piece for colonialism,
French technological prowess, and the succesedbtimer as based on the latter.

Several late nineteenth-century posters depictedragph lines behind the allegorical
figure of technological modernity (Plates 32-3%).In fact, Jules Chéret’s poster for the
newspapete Rapiddeatures a telegraph pole at top left and a fraifing steam at bottom
right. Similarly, the tapestry’s left side bordeatures a telegraph pole with telegraph lines
extending out across the top border, and the siglat features a steam engine with steam
billowing out and curling into a sort of celesteibud over the figure of French Civilization
(Plates 34-35). Telegraph networks and railroadsréins powered by steam engines were
precisely the first modern technologies implememmel@rench West Africa under Roume.
Surely not coincidentally, Rochegrosse’s desigmaggnts the technologies that would best open
up West Africa to French commerce.

Notably, all of the technological ornaments in bweders are entangled or even fused
with natural ones (Plates 36a-b). Monkeys franeedllectrostatic generator at bottom center,
leaves and flowers garland the steam engine, ghetiulbs at the bottom seem to be growing
out of exotic blossoms, and the telegraph poldsstart as the trunk of a palm tree. Technology
is taking over, transforming, and replacing theaggvjungles of Africa. The strange
phenomenon of plants growing into lights bulbs tetelgraph poles may be related to the
changing attitude towards scientific progress atfifrde-siecle.

As discussed in the previous chapter, France begstiagnate and decline as an

industrial producer in the 1890s, provoking a sesfsiisillusionment, a loss of faith in

176 5ee ibid., 152.
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technology by 1900. If one reaction was to propngustry as per Aynard, another was to turn
towards an ideal of handcraft and organicism. Gbeelins obviously benefited from the
growing appreciation of artisan traditions and edlé Tournament Scer@ayed into that
movement. Yet at the 1900 Paris Universal Expasitwhere both Laurens’s and
Rochegrosse’s tapestry were displayed, the stijl redern technology of electricity was given
full emphasis. There was a spectacular Palacdeotri€ity, which contained the generators that
powered every other pavilion in the Exposition.nlee Saint-Saens composed “Le Feu
céleste,” a paean to electricity that was perforateitie World's Fair. Loie Fuller presented her
literally electrifying dances with colored lights lher eponymous theater. And among these and
other celebrations of electricity stood Rochegrasgure of French Civilization, surrounded by
light bulbs and telegraph wires. Debora Silveras argued that at the 1900 World’s Fair,
electricity was reinterpreted as a life-giving fer¢the magical current that allowed the
Exposition to come alive with light, movement, arergy:’’ In this way, it was enfolded into
the ideal of organicism. We can similarly intetptree light bulbs-cum-stamen and telegraph
pole-cum-tree trunk of Rochegrosse’s tapestry berd@

The unequivocal faith in scientific progress aréted inThe Conquest of Africanight
seem outdated against the souring of this notiohd®p. However, Conklin has argued that this
Republican faith was simply displaced, exportetMest Africal’® In such virgin territory,

technology could accomplish a great deal; the Freatonizers believed that it could actually

17 silverman Art Nouveati 298-99.

178 |Interestingly, several critics avoided mentionihg technological ornaments in the borders, thet sta&ing and
unusual aspect of this tapestry. Perhaps they werbaffled by their representation. See Maghe,Tapisserie,"
38 and LameireRapport...I'Exposition Universelle de 19Q1L.

179 Conklin, Mission to Civilize57.
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improve people’s lives. Of course, the reality \itzest these networks resulted in forced labor
and forced trade to the detriment of West Africard. Along with its heavy-handed racism
then, Rochegrosse’s tapestry was a nuanced wak tfat perceptively addressed complicated,
contemporary issues.

But what of the racist imagery? How did Rochegeadspict the West Africans and their
surroundings? Liké& Tournament Scenthe Conquest of Africgeems to be part fantasy and
part what was perceived as archeological accuthough perhaps more of the former than the
latter. To enumerate just a few examples, theepettof the printed cloth that the central figures
are wearing, presumably a husband, wife, and tildrelm, were widespread in West AfritH.
Although the way the fabric is wrapped and cutriegeous, Rochegrosse does accurately
represent wax-print and indigo resist-dyed cld8milarly a blend of the accurate and
inaccurate, the form of the beer pot on the grasr@mmon to former parts of the AOF, such as
Mali and Burkina Faso, but the decoration is inappiate for this object; the man’s amulet is an
appropriate ornament, but not suspended from slagltsthe bangles and necklaces that the man
wears (except for the pink shells which shouldeadtbe cowrie shells) do draw from West
African traditions, but their combination on a degrale figure is incorrect (Plates 37a-b).
Some effects of pure fantasy include the feathetee man’s hair, which may draw from other
non-European tradition§> and the geometric patterns in the top and bottorddss, which one

could vaguely relate to Akan decorative traditidnst, seem to be mostly imaginary.

180 | am grateful to Kathryn Gunsch for sharing hepestise in West African art. The following discigssis based
on a personal communication, November 19, 2013.

181 Native Americans, for example, were Romanticized popularized in France by Chateaubriand’s no&da
(1801) Ren&(1802), and_es Natchefl1826); paintings inspired by these novels, sicBigéne Delacroix’s
NatcheZ1835, Metropolitan Museum of Art), show the madmmed with three feathers. The children in
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The artist’s cavalier invention of ornamental m®td, of course, not surprising. It
furthermore has a historical precedent. In the $&tventeenth and early eighteenth centuries, the
Gobelins executed several weavings of a seriefeghiThe Old IndiegLes Anciennes Indes
that depicted the flora, fauna, peoples, and lagsof Dutch Brazil (Plate 38} We can see a
similar cataloguing impulse in Rochegrosse’s crangwmn of disparate animals so close to each
other and to the peopl&® and the mixing of vegetation from different hatsitaTheOld Indies
cartoons were painted by two Dutch artists whod@mbmpanied an official Dutch expedition to
the New World. Their colonialist portrayal was &tuare of scientific observation and artistic
fantasy, like Rochegrosse’s; in addition, the gahtermat of their compositions offered a model
for Rochegrosse’s own colonialist tapestry. Asi@&sa Bremer-David explained, the panels of
The OId Indiesre all divided into three zones: a foreground wigkailed studies of plants and
animals; a middle ground with humans or larger atsnalong with more flora; and a
background with a distant vist& Rochegrosse’s design, though strikingly moderitsin
representation of technology, was rooted in thegBo§' past.

Given that Rochegrosse never traveled to West &figthe Dutch artists did to Brazil,

he must have looked to printed illustrations as sm&ce for his African imagery. One likely

Rochegrosse’s design, furthermore, strikingly rederiviing or Qing dynasty depictions of boys, tHe#ads shaved
to leave discrete patches of hair on the top arxid@s of the head (See Terese Tse Bartholomewe fumdred
Children: From Boys at Play to Icons of Good Foetfirin Children in Chinese ArtAnn Barrott Wicks, ed.
(Honolulu: University of Hawai'i Press, 2002), 53)8 Such images would probably have been availatife¢ance
on Chinese export porcelain. Needless to saygah#éation of non-European peoples and traditiocated a
racist perception of them as interchangeable exaitiers.

82 For a discussion of this series, see Bremer-Ddriehch Tapestries10-19.

183 Animals such as the elephant, giraffe, and buffafizesented were in general found in the foresttaa bush,
not near villages. They were therefore only entened by hunters. | thank Kathryn Gunsch for thisrmation.
The monkeys in the borders seem to combine a fiderdtaloguing impulse with an allusion to thecdeative
tradition ofsingerieso popular in Rococo designs. They are placeahiornamental space, however, they are not
“aping” humans in any way.

184 Bremer-David French TapestrieslO.
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resource was the illustrated accounts of Frencloeqs and colonial administrators in Africa.
Several were published in the travel jourha, Tour du Mondand three in particular seem to
have been relevant to Rochegrosse’s compositi@nrtdPavorgnan de Brazza’'s “Voyage dans
I'Oeust africain” (1887); Louis-Gustave Binger’s tilNiger au golfe de Guinée” (1891); and
Alexandre d’Albéca’s “Au Dahomey” (1894). Bingerdchd'Albéca’s accounts were additionally
published as separate books in 1892 and 1895,atesglg. Many little details of Rochegrosse’s
composition seem to draw from the illustrationshefse accounts: the form of the man’s amulet,
the drum-like instrument lying next to the beer, fibe shape of the huts, among other aspects,
directly resemble illustrations in Binger's boole¢sfor example Plate 38 Compositional
devices, like the framing of the scene with a pakme at left, can be found in d’Albéca’s
publication'® Savorgnan de Brazza’s account offers the mospetimg model for
Rochegrosse’s design. One of the illustrationsatiepimself, a white French officer, holding a
spark of light amidst a group of mesmerized AfreéAlate 40). An African man standing
facing Savorgnan de Brazza throws his arms widesianishment. The illustration accompanies
the following text: “The next day was about makewgry effort to complete the conquest of my
sharp-toothed savages. | conducted veritable séasfcconjuring and pyrotechnics: electric
shocks, fuses, bright fires of magnesium, obtaaredndisputed success, as each of them
witnessed the manifestation of our superior stiefiff The parallel to Rochegrosse’s tapestry

is clear—the white man uses technology, in the fofiiight, to awe and conquer the Africans.

185 See BingerDu Niger,vol. 1,11, 101, 185.

18 p'Albéca, La France au Dahomeyl22.

1874_e lendemain il s’agit de tout mettre en oeuveaipachever la conquéte de mes sauvages aux dgmés ale
donne de véritables séances de prestidigitatide gtyrotechnie: secousses électriques, fuséesgtdatants de
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The Conquest of Africaroposed that modern tapestry should portray combeary
history and address issues of modern'fifelt also successfully aligned tapestry with the'sr
idea of republicanism, promoting the industrial/alqustification of imperialism. In depicting
modern technology in an ancient, artisanal mediline, Conquest of Afrigaerhaps furthermore
reconciled France’s desired image of itself as ladfinst-world industrial competitor and an Old-
World producer of the finest luxury craft. Althdug presented France as a colonizing,
technological powefThe Conquest of Africaas thus not the ideological oppositefof
Tournament SceneBoth medievalism and colonialism were a form)aftecism—one of time,
the other of place— and ultimately, both were mestétions of French nationalism.
Furthermore, as Emery and Morowitz have argued,diglal history was evoked to sanctify the
Republican aim of centralizing the state and ofaexjing and consolidating the French
empire.™® The Conquest of AfricandA Tournament Scemepresented, perhaps, two sides of
the same modernist coin. Although Guiffrey wowgdhain the director of the Gobelins into the
early years of the twentieth century, it was thes@missions of the 1890s that attempted to

define new paths and possibilities for modern tages

magnésium obtiennent un success incontesté, canelyavoit la manifestation de notre force supéreu
Savorgnan de Brazza, “Voyages,” 316.
188 «| 'Expansion de la France en Afrigpar M Rochegrosse répond au désir maintes foisragqle voir la

tapisserie s'appliquer aux sujets modernes...” DujaéBgaumetz, report for the Budget of Fine Arts, HOB Box
5, dossier 1900. Rochegrosse also designed a agithehe motif of fireworks for the Savonneriei896 (Minutes
of the committee meeting, November 19, 1896, MN (&R 2, dossier 35). Colored fireworks were a nmade
technological phenomenon, as wondrous to fin-delsigudiences as electricity. See Cordulack, “€E@adimerican
Battle,” 148 and Laura Anne Kalba, “Fireworks anith€» Profane Illuminations: Color and the Experené
Wonder in Modern Visual CultureModernism/ Modernity]19, no. 4 (November 2012): 657-76.

189 Emery and MorowitzConsuming the Pas®7.
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PART II.
Brotherhood of the Wool: Needlework and the Nabis

Amid the financial, administrative, and artistioubles of the Gobelins, avant-garde
tapestry emerged as a serious creative endeaviogdbe late nineteenth century. The decline
of the Gobelins even created consternation outsidkeance, reaching the consciousness of
design reformers in England. It spurred Williammkig for example, to revive the moribund art
form. Morris spared no words in his criticism bétmanufactory: “it would be a mild word to
say that what they make is worthless; ... a mordimigaste of human labour and skill it is
impossible to conceive"™® Morris & Co.’s Merton Abbey Tapestry Works, fowttlin 1881, is
often cited as a precursor and possible influemcthe Nabis’ foray into the medium. The
London-based Arts & Crafts magaziddie Studipis held up as the probable conduit of Merton
Abbey’s methods and products: While there is no doubt that Morris & Co. wastinmental
in raising the profile of the decorative arts asr&sigland, Europe, and America, | consider the
decorative and medievalist project of the Nabia aslated but parallel phenomenon, rather than
a case of direct influencé?

In point of fact,The Studidegan circulating in 1893, after the Nabis hadaalyebegun
working in tapestry. The first illustrations of Men Abbey works—Fhe Knights of the Round

TableandThe Shigrom theHoly Grail series—were published in volume 3, covering April-

190 william Morris, The Lesser Arts of Life: An address delivered ppsut of the Society for the Protection of
Ancient Buildings (1882)London: Electric Book Co., 2001), 26.

91 5ee for example, SlatkiAvistide Maillol, 53; and Fréches-Thory and Terrassabis, 177

192 For the French roots of the medievalist revivalhef decorative arts, see Froissart-PezbWeat dans Tout14-
16.
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September 189%° Although they share a medievalist aesthetis, ihore likely that Morris and
the Nabis were independently drawing from the saougces for motivation and inspiration.
Besides the negative impetus provided by the Gobdtoth Morris and the Nabis looked to
French medieval tapestry as an artistic ideal,Madis even claims to have taught himself how
to weave on a high-warp loom with a seventeentliecgrirrench manudf® Tapestry, for many
reasons—its monumentality, its fragility, its labotensiveness, its historical associations—,
became an ultimate craft to which avant-gardetarsisross Europe aspired during the late
nineteenth century.

The earliest hints of this aspiration in France lsariound, appropriately, in the work of
Paul Gauguin, whose experiments with the decoratiteeserved as an acknowledged inspiration
and precedent for the Nabis. In 1883, Gauguinesstggl to Pissarro that they make models for
“Impressionist tapestries,” though these works sgm#y never came to fruitioh> His ex-
colleague and would-be rival, Emile Bernard, washiiag with tapestries in 189%° After
Bernard met a young woman named Maria in 1892, dseable to have his designs executed as
needlepoint hangings, or patchwork in one casgedtay remained a minor part of Bernard’s
artistic practice in the 1890s, however. He nexdrbited any of the tapestries that he and

Maria made in Pont-Aven from 1892 to 1893 becawsditin’t consider them beautiful or

193 They serve as illustrations to Vallance, “Reviefillapestry-Weaving,” 98-99. Thdoly Grail series would not
be shown in France until the 1900 Paris Universdiilition.

1% parry,William Morris Textiles100, 102; and Vallance, “Revival of Tapestry-Weayi 100.

195 Camille to Lucien Pissarro, June 16, 1883 and 26ly1883, in Merlhég;orrespondance de Paul Gauguih
49-50, 385.

1% Bernard to Eugéne Boch, February 13, 1891, lette64 in McWilliam,Emile Bernard 133.
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mature enougH?’ Moreover, he claimed in his letters that he drégan designing tapestries to
give Maria something to do while he paintéd.The Nabis were therefore the first French avant-
garde artists to seriously engage with tapest/ msjor means of artistic expression.

The Nabis’ tapestries were technically not tapestwoven on a loom. Like Bernard’s
works, they were needlepoint hangingstapisseries a I'aguillein which the design was
stitched onto an open weave canvas support, whichmuch easier and cheaper to produce than
the Gobelins’ products. They nevertheless aspoedinstate the decorative logic and function
of high- or low-warp tapestry. In Henry Havar@dgtionnaire de 'ameublemei(1896), the
standard reference of the period for ornament &oomtion, he treatapisserie a I'aguille
under the same rubric as high- and low-warp tapéstrseveral reasons. He states that in both
mediums, the design or image forms an integral gfatie support. The resulting fabric is
therefore an original work of art that requiressa@n amount of artistic knowledge to
successfully complet€”® Although I will discuss the significance of thiéference in technique
between needlepoint and weaving on a loom latei] tontinue to refer to the Nabi works as
“tapestries.”

The Nabis’ tapestries have been studied withirgreeral context of their experiments

with the decorative arts or in individual monograpstudies>® Aristide Maillol's designs, for

197 Bernard to Octave Maus, n.d. [beginning of 1888}er no. 101 in Ibid., 208. For other mentiofishese
works, see also letter nos. 94, 95, 97, and 1@0.séholarship on Bernard’s tapestries, Ghastiaan Vogelaar,
“Emile Bernard and the Decorative Arts” Emile Bernard 1868-1941: Pioneer of Modern,Arth. cat.
(Amsterdam: Van Gogh Museum, 1990), 335-67; Jeaquis Luthi and Armand Israé&lpile Bernard, 1868-
1941: fondateur de l'école de Pont-Aven et précurseur de ['art modern(Paris: Les Editions de I'Amateur, 2003),
197-200.

198 Bernard to his mother, n.d. [March 1894], letter 132 in McWilliam,Emile Bernard294.

199 Havard Dictionnaire, 1207.

20 g5ee for example, Fréches-Thory and Terradsabijs, 157-200; Berger, "Plus beau qu’un tableau"; Prékop
“Rippl-Rénai artiste décorateur,” in Delanndgzsef Rippl-R6nar8-93.
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example, have been analyzed as precursors to hiser@euvre as a sculptor; the work of the
Hungarian expatriate J6zsef Rippl-Ronai has be&hupeas evidence of his utterly French style.
What is lost or missing from the limited scholapsbn these works is the particular status
tapestry held in the Nabis’ mission. Tapestry,tf@ Nabis, served as an alternative to painting;
it presented the perfect intersection between thtber main interests—decorative arts and
mural decoration. Moreover, this large-scaletaathored in French tradition offered a
privileged site for exploring art’s relationshipitaustry, to the space of interiors, and to its10w
process of creation in terms of materials, labod patronage. This section places the Nabi
tapestries in relation to each other in order tmgare the artists’ divergent approaches to the
medium and uncover how tapestry-making was intesdiwith broader issues such as
nationalism, gendered work, and the dialectic betwstoricism and modernism.

From early on in the group’s formation, tapestryswansidered an ideal medium
because it offered the prospect of artistic as a®linancial fulfillment. A letter from Paul
Sérusier to Maurice Denis dated July 1890 statemn“embarrassed to respond to what you tell
me about your financial situation. | don’t thinlatithere is the least chance of succeeding with
bourgeois portraits and merchants of illustratiaghsy will be the last to come to us. Only the
major industries, tapestries, stained glass orstten address us, but we must prove ourselves.

So be patient for as lorag possible; ... look for other things, anything, doi not traffic sublime

and chaste att® This letter of encouragement, from Nabi brothe&bi brother, reveals the

21" Je suis embarassé pour répondre a ce que tusnsardvotre situation financiére. Je ne crois peisyait la
moindre chance de réussite avec les bourgeoist@p®et les commercants d'illustrations; ce selemderniers
qui viendront & nous. Seules, les grandes indgstapisseries, vitraux ou autres pourront s'adréssous, mais il
faut avoir fait ses preuves. Patiente donc le lmogtempspossible; ... cherche autre chose, n'importe de,quais
ne trafigue pas de I'art sublime et chdshdaurice Denis correspondence, Documentation &eMusée Maurice
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group’s attitudes towards art and commerce. Cosiongd portraits and journalistic

illustrations were seen as purely commercial vesgttinat prostituted art. Industrial arts,
however, remained worthy and honest pursuits bectdney decorated interiors and thereby
affected or even shaped the daily lives of theinems. Sérusier’s letter serves to introduce three
themes that will structure the analysis of thedwihg chapters: artistic ethics, brotherhood, and
industry. | will examine how these themes maniheshe work of the three Nabis who were
most involved with tapestry over the course of1B80s: Aristide Maillol, Paul Ranson, and

Jozsef Rippl-Ronai.

Denis (henceforth MMD), Saint-Germain-en-Laye, $896. Contrary to previous assumptions, Séruaies not
seem to have designed any tapestries that weretexein the 1890s. Although Albert Aurier praigbd
“merveilleuses tapisseries de haute lisses de B€tuz his review of the second Nabi exhibitionlag Barc de
Boutteville in May 1892 (“Deux expositiongdylercure de Francé, no. 31 (July 1892): 262), he was speaking
figuratively as Sérusier exhibited two paintingerth an “Etude” an&etour des champSee Pierre Sanchdzas
Expositions de la Galerie Le Barc de Bouttevill8q1-1899)Dijon: L’'Echelle de Jacob, 2012), 416.
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CHAPTER 4. Aristide Maillol and the Ethics of Handcraft

Maillol was most likely the first of the Nabis te@in working with tapestry and the most
critically engaged with the medium. He claims &vé started looking into tapestry as early as
1891%% By 1895, he was identifying himself to the Mimjsof Fine Arts as &rodeur,or
embroiderer/needleworké® Around 1896, he drew a self-portrait that shows Working with
threads, wrapping them around a chair arm and mEbeard, perhaps to skein them and keep
them untangled (Plate 41). He may even be phyinggatd, twisting two different colored strands
together to create specific color effects, as @ctiinétechnique discussed in connection with
Laurens'sTournament Scerf@ As late as 1903, Maillol was still known aggissieror
weaver among his peefS. Furthermore, it is little known that during th&9Ds, he planned to
write a book on tapestry, outlining its history atidcussing its materials, specifically wools and
dyes?® During this era, he was intensely researchingfaecation and the properties of wool
in order to reproduce the quality of the threadslb&erved in ancient tapestries.

Maillol frequently spoke of tapestry as a more gigant means of artistic expression
than painting for him personally as well as gergraHe said to one of his early biographers,

Judith Cladel, “Tapestry can be considered as mentahpainting. It's a more beautiful, more

202 Maillol to the Minister of Public Instruction ariine Arts, May 16, 1896: "Depuis six ans je traead faire
revivre l'art de la tapisserie et depuis quatrej'arpose mes travaux au salon du Champ de Mals.F21/4324.
203 Maillol to the Minister of Public Instruction arféine Arts, May 3, 1895, signed “brodeur.” AN F21243

2041 ‘am grateful to Charissa Bremer-David for helping interpret this image.

295 The sculptor Antoine Bourdelle refers to Maill@intemptuously as @pissierin February 1903. See Kramer,
“Aristide Maillol,” 90.

208 Maillol mentions this project in a letter to aritic Maurice Guillemot [1894 or 1895]: “j'ai I'iréntion de publier
plus tard un petit livre sur la tapisserie et léécoratif. Je prends des notes.” Transcribed iteH8rouot, January
30, 1980, lot 36. These notes are now in the aeshdf the Musée Maillol.
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meaningful art than that of easel paintiiy.” Tapestry for Maillol had a decorative function: i
served a purpose in everyday life and was therefanere worthwhile pursuit than paintifi§y.

He further stated to Cladel, “I didn’t find my exsssion in painting, | found it in tapestry...It's
through tapestry that | began to make compositiSh.Maillol thus credits his development as
an artist to his work in tapestry, as opposed ¢atthining he received in painting at the Ecole
des Beaux-Arts between 1885 and 1890. Indeeditdécsane of his patrons, Harry Kessler, that
he turned to tapestry to get away from the facileits of academic art instructiétf.

Notably, one of Maillol's teachers at the Ecole 8eswux-Arts was Jean-Paul Laurens.
Laurens not only designed tapestries for the Gobghut has also been a member of the
Commission de Perfectionnement since 1879. Maitholld therefore have been exposed to the
fundamentals of tapestry design and the contempg@raduction at the manufactory during the
early years of his artistic education. Ironicaitys perhaps through his painting training with
Laurens that Maillol developed a taste for tapeatd, rebelliously, a distaste for the Gobelins.
In his notes for his book on tapestry, Maillol wsgt “The Gobelins — their bad tapestries [...]

their false ideas about tapestry — that they agthmary cause of the decadence of thisZatt.”

207«|_3 tapisserie peut étre considérée comme dealadgr peinture. C’est un art plus beau, plus sitatifique celui
du tableau..." Cladehristide Maillol, 50. In addition, Maillol said to Henri Frére| yla des chefs-d’ceuvres [dans
la tapisserie] plus étonnants que dans la peifit@@nversations de Maillol183.

298 Harry Kessler, one of Maillol's most important gats, records in his journal in May 1905 Maillokerds: “Je
me demandai pourquoi est-ce que je fais de layreintans quel but? ... Je ne voyais plus ce queeinéupe avait
a faire avec la vie ... J'ai fait de la tapisseriecgpagu’au moins la je voyais le but décoratif.” €gdptranscription in
Tapestry Documentation, box 1, Musée Maillol.

2943e n'ai pas trouvé mon expression dans la peinjerl’ai trouvé dans la tapisserie...C'est pamfsigserie que
j'ai commencé a faire de la composition." Cladeistide Maillol 50. Maillol also said to Cladel (56), “L'époque
de la tapisserie a été la plus heureuse de ma vie.”

#0Kessler journal, August 23, 1904, Musée Maillol.

214 es Gobelins — leurs mauvaises tapisseries [.ujdédées fausses sur la tapisserie — qu'ils socalise
premiéere de la decadence de cet art,” fol. 3 oflmmbk entitledNotes sur la tapisseri@yped transcription in
Tapestry Documentation, box 1, Musée Maillol.
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Maillol directly pitted himself against the Gobedim his vocation as a tapestry maker. He
claimed to art critic Maurice Guillemot that he ththe idea of restoring the great tapestry of old
because the Gobelins had brought it to the highegitee of idiocy?'? In this declaration,
Maillol echoes Morris’s comments on the Gobelirtedtiabove. Like Morris, Maillol instead
held up French medieval tapestry as a counter ntodbe Gobelins’ contemporary production.
Maillol's interest in tapestry was tied to the phetenon of Nabi medievalisit® The
Nabis were enthralled with medieval art for its @@tive style, its integral place in society, and
its artisanal production. They viewed medievalaara spiritually pure, pre-industrial practice
untainted by commercialism. Instead of commodiBadel paintings that bore no relation to
their surroundings, the Nabis endeavored to craatdat was meaningfully incorporated into
daily life. Tapestry was considered one of thempee arts of the Middle Ages. Consequently,
medieval millefleurs hangings provided an importaoidel for monumental, craft-based wall
decoration. The flattened space, hieratic figusaaplified color palette, decentralized
composition, and layering of patterns were valuearacteristics of this decorative mode.
Maillol visited the Musée de Cluny in Paris to dranspiration from the millefleurs tapestry
displayed there, includingeignorial Life(La VieSeignorial¢ andThe Lady and the Unicorn
(La Dame a la licorng In fact, Maillol supposedly said of the latt&é8he is the woman that |

visited the most during this time in Parf3* For Maillol, Nabi medievalism was tinged with

#2yai eu l'idée de reconstituer la belle tapissemcienne parce que les Gobelins I'ont amenéermied degree
de bétise." Letter to Maurice Guillemot, 1893. fgeribed in Hotel Drouot, January 30, 1980, lot 3he letter is
dated ca. 1895 in the auction catalogue, howevéltd{immentions that he just moved to 282 rue Sdadtques,
which would indicate a date of 1893. See also KmarfAristide Maillol,” 41 and 43.

213 For Nabi medievalism, see Emery and Morow@ansuming the Pasthap. 3 and 129-39.

Z4nCest la dame que j'ai le plus visitée a cettmyép a Paris" From an unlabeled typed manuscripajpestry
Documentation, box 2, Musée Maillol.
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nationalism. He reportedly remarked to the poetdMafargue, “We have lost the national
sense of tapestry*® He saw himself as picking up the tradition logtle Gobelins by

returning to the decorative and artisanal prinaggéthe Middle Ages. Maillol, however, did
not immediately begin to design medievalist tapestwith homemade dyes. He experienced a
steep learning curve and, as | will show, was ¢ 0 sustain his Nabi medievalist ethos of
pure handcraft at the end of his “era of tapestry.”

Maillol's first attempt at tapestry was approprlgtdesignated “essai de tapisserie,” or
trial tapestry, when he exhibited it at the SalarCGthamp-de-Mars in 1893. This work is now
lost and no image survives, but it was purportediycized by Gauguin for its use of
perspectivé® Millefleurs tapestries are characterized by tidteed perspective so perhaps at
this early stage, Maillol had not yet adopted a ievelist style. Maillol supposedly made his
first tapestries with wool that he had obtainedibyaveling fragments of old tapestries or
carpets that he had bought in antique storedhis would have been a cheap way to obtain
high-quality wool as well as a way to study thek@md feel of ancient dyed wools. One can
imagine that it would have been a long processatbay enough wool of matching colors with
this method to create a new tapestry, albeit a none, as the term “essai” implied. If he began
working on tapestry in 1891, he would have spewtyears creating his trial piece. Despite

Gauguin’s criticism, Maillol apparently felt congdt enough in his work, or desperate enough

25| afargue et al. Aspects de Maillgl6.

218 Cladel,Aristide Maillol, 53. Slatkin believes thaeunes filles dans un paveas Maillol's first tapestry and was
exhibited at both the 1893 Champ-de-Mars and ti®& 18re Esthétique (“Aristide Maillol,” 59-60, 97)This
seems unlikely as Gauguin praised the Maillol tagesxhibited at the latter; he wouldn’t have @iitied it one year
only to turn around and praise it the next.

27 Cladel,Aristide Maillol, 47 and Lafargue et aAspects de Maillgl8.
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for money, to offer it to the state for purchaseiathe Saloi*® It was refused and instead
bought by a M. de Nesmond. De Nesmond was an pattgn who had engaged Maillol to
decorate his villa at Fécamp with mural paintingshie summer of 1891, when Maillol probably
began working on his trial tapestfy° Although the state declined the purchase, Mailid|
receive a grantopurse de secourérom the Ministry of Public Instruction and Fidets for the
execution of a second, more major tapestry, preblynised on the promise of his fiestsai.
This next tapestryGirls in a Park(Jeunes filles dans un pgravas medievalist in style
though not in execution (Plate 42). The compositionsists of a frieze of hieratic, stylized
young women and girls in contemporary dress engpginlay in a Parisian parksirls in a Park
seems like an updated versionltfe Promenad&om Seignorial Lifewhich features well-
dressed ladies taking a walk in a garden (Plate ¥&illol's work was, however, made with
commercially spun and synthetically dyed wool tdieaought from a department store. When
it was exhibited at the Salon de la Libre Esthétiqul894, it was praised as "the ingenious
faded fanéé tapestry of Mr. Maillol.#*° The word “fanée” actually connotes in French both
faded and wilted. A longer description of the &&tpeby another art critic makes this connection
between faded and wilted more explicit:
Here is the attenuated and charming tapestry olidldrigures that are sometimes
awkwardly drawn live in a simple and serious idylh faded landscapear paysage
fand. Wool threads in neutral tones—a glorious rethoib barely appears in a head of
hair—commonplace wool threads, though chosen fonthrriage of exquisite tints,
bring to life dreams of summers past! A directmmsof things, not at all; but rather the

charm of a recollection, of a misty souvenir, agicene half faded in memory that gently
comes back hazily before the eydaipe scene fanée a moitié dans la mémoire et qui

18 AN F21/4090.

29For M. de Nesmond, see Kramer, “Aristide Mailld33-36.

220v ingénieuse tapisserie fanée de M. Maillol." &nhVerlant. "Chronique artistique: La premiéreasipon de la
Libre Esthétique,La Jeune Belgiqu&3, no. 4 (April 1894): 193.
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s'en revient doucement a fleur des yeBxtapestry that is for sight what would be for
smell a perfume that had lost its overly harsh sityeto conserve only that which was
necessary to recall the rarest of ro$es.
This passage layers metaphors of faded colorsdfadamories, and wilted flowers as poetic
praise of Maillol's tapestry. His wilted aesthetiooted in the tints of his wool threads, is digar
a valued visual effect. Subdued colors were aasetiwith ancient tapestries. Medieval
millefleurs, after all, were encountered by ninetbecentury artists as historic objects, worn and
unrestored, faded by light and time. The tapesthat Maillol saw were not the cleaned and
restored objects that we see today. The percepfitre proper color value of natural dyes was
therefore based on the appearance of faded, abhridigdhreads. The late nineteenth-century
viewer had a taste for this wilted aesthetic, dsefll Darcel acknowledged: “ancient tapestries
possess the charm that we recognize in them npftdékeir discoloration but because ofit*"
Wilted colors thus imparted a sense of historiegltimacy to avant-garde tapestry.
Nevertheless, Maillol would later use the tfaméto denote an undesired material
process. Discussin@irls in a Parkwith his friend Francois Basseres many years dfter
creation, he lamented, “You see it faded becawsed, then, wool threads bought in the
marketplace. These came from the Bon Marché” (tste B4). He continued defensively,
“Needless to say, the tapestries that | executddtive wool that | prepared myself have not

changed. [...] | had many doubts about the fragdityhe colors, but | was pressed by the

circumstances. And besides, since that moment—emember perhaps—, | took my

221 Emile Verhaeren, "Le Salon de la Libre Esthetiduart Applique” L'Art moderne(March 18, 1894), 84.
222 plfred Darcel, "Exposition Universelle. La Tapisige" Le TempsOctober 31, 1878, MN G.277.
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precautions to avoid, in later works, the deceptia | sensed and of which this first attempt
bears, alas, the unduly visible tracé?’

The initial reception and eventual fateGifls in a Parkpoint to the ethics of art making
tangled within the use of age-old natural dyeswesynthetic dyes, newly developed during the
second half of the nineteenth century. As Mail@bmments to Basséres implied, synthetic
dyes were seen as unreliable, unethical even, bedhay faded quickly and erratically. Well
within his lifetime, the artificial colorants lighhed or darkened so unevenly that the original
levels of color contrast were completely thrown dffonversely, the natural dyes used in
medieval tapestries, which “wilted” or faded orgaally over a span of generations, tended to
maintain more even levels of color contrast asotrerall brightness of the panels passed.
Fabricating his own natural dyes became for Mathe& mark of the genuine artist-artisaairls
in a Parkthus presents a cautionary tale of the deceptdgeoksynthetic dyes?

In subsequent works, Maillol’'s research into dyerfolas and techniques had progressed
enough that he was able use his own dyed threadissftapestriesThe Enchanted Gardghe
Jardin enchantgis characteristic of the muted, earthy palettd Maillol cultivated (Plate 45).
The brownish yellows and greens are the colorafde beginning to wither; the reds, while
deeply saturated, are not brilliant and suggessthias of berries or the pomegranates depicted
in the tapestry itself. The importance of dyeing dwvn wool to his ethics of art making is

evident in Maillol's comments to his friend Henméffe: “I found tones that no one knew about.

223 Basséredylaillol mon amj 78-79.

224 That is not to say that Maillol didn’t value the@wk. It was in fact of great sentimental valuétm, as it was his
first major tapestry. It had been bought by ClaAechbold-Aspol for 300 francs sometime before1B884 Libre
Esthétique exhibition—he is listed in the catalogeg¢he owner—and Maillol bought it back abouttthyrears later
from the Galerie Druet for 6000 francs. See Basséfaillol mon amj 78 and Cladelristide Maillol, 54.
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It's a very interesting métier, you know, when it yourself like | did. | made real tapestry. |
did it all. Painters like Dufy...can’t say that themake tapestry. They make tapestry cartoons and
then have them executetf™ This is somewhat of an exaggeration as Mailldhttiexecute his
own designs, a subject that | will discuss lafdevertheless, the sentiment is clear that making
his own materials from nature was a crucial padrefting art, separating the true artist from the
false one.The Enchanted Gardaa made from wool not only dyed by Maillol, busal
supposedly purchased directly from shepherds irs&thon and spun by local peasant
women?%°

In his choice of colors and dedication to usinglpoatural materials, Maillol again set
himself in opposition to the Gobelins. He allegleat a chemist from the manufactory said to
him, “Your dyes are more beautiful than ours.” Ntdicontinued, “That wasn’t surprising.
Today, no one knows how to dye nor to spin; thea€meRevolution guillotined the majority of
artisans. This remark from the chemist was the enlyouragement | ever received from the
Gobelins.#*" This possibly apocryphal exchange nevertheles=ats that Maillol's ethics of
handcraft must be understood in the context ofrtaaufactory’s procurement and use of raw
materials.

During the 1890s Maillol and the general publiadetd that the Gobelins was using
unstable synthetic dyes to obtain a range of adificolors inappropriate for the decorative

simplicity of tapestry. In an 1897 article in tBaronique industriellethe author, Maurice

225 Frare, Conversations de MaillpR05.

228 Cladel,Aristide Maillol, 47, 53.

227 Cladel,Aristide Maillol, 49. Maillol expressed a similar sentiment intteleto Maurice Guillemot [1894 or
1895], “Les tapisseries des Gobelins, de Beaueaid Aubusson sont tellement loin de I'art que ljpeut dire que
la tapisserie était morte a la revolution.” Trafsed inAutographesHétel Drouot, lot 36.
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Lafuge, spends a large part of the article defepthe Gobelins from accusations of employing
the synthetic dye aniline, and differentiating thanufactory from the modern textile industry.
Aniline, specifically in the form of a mauve dyeasvdiscovered in England in 1856 by William
Henry Perkin, who then developed it for industdedduction?”® There ensued a craze for
bright, chemical colors and the invention of othgnthetic dyes such as alizarin, quinones, and
tartrazine. By the late nineteenth century, howeaeiline dyes proved to be fugitive, fading
with exposure to light far more quickly than satidtural dyes like madder or indigo. Synthetic
dyes then became suspect and associated with palitygmass-manufactured, cheap products.
Lafuge lamented that in a generation, “The higld lav-warp tapestries fabricated by modern
industry will only be faded figureshiffres fanés”%*® The unnaturally faded appearance of
aniline dyes is understood here as a blight of motechnology. Maillol expressed the same
sentiment in his notes for his unrealized bookagestry: “in 100 years where will modern
fabrics be, they will all have become the samerctit)

As Lafuge pointed out, the Gobelins continued te tuaditional, natural dyes in the late
nineteenth century—mainly madder, cochineal, wetd] indigo®** These dyes had been
classified by Jean-Baptiste Colbert in the severtkeeentury as thgrand teints the high-

quality, solid dyes that the Gobelins was onlya#d to use, as opposed to the more fugitive

petit teints such as the turmeric or fustic that are the cafiiee notoriously faded yellows of

28 For a history of the synthetic dye industry, seavis, Rainbow Makersind Nieto-GalanColouring Textiles
chap. 6

229 Maurice Lafuge, "La Teinture des Laines & la Mantiire des GobelinsChronique IndustrielleJanuary 16,
1897, MN G.184

#30«dans 100 ans ou seront les étoffes modernesstisat®nt devenues de la méme couleur,” fdNdies sur la
tapisserie Musée Maillol.

%l see also Guignet to Gerspach, July 23, 1892: thatiéres tinctoriales les plus usitées sont tosjtaigarance
la cochenille la gaudel’indigo.” MN Box 57, Dossier 25.
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Rococo tapestries. During the 1890s, the Gobaliiaed some synthetic dyes, such as quinolone
and tartrazine yellow, to replace these impermaoelors®*? These artificial colorants were

more resistant than aniline dyes, yet the mere leuye that the Gobelins were buying synthetic
dyes from outside sources, including the Germanpamy Badische, which had cornered the
synthetic dye market by the late nineteenth cenwag enough to mar their reputation. In 1892,
Charles-Ernest Guignet, then the director of digad, to write a report to Edouard Gerspach
detailing the exact provenance of all the worksbapaterials in response to persistent bad press.
Guignet notes that he is forced to purchase atiZesm Badische because no French company is
manufacturing this colorait® In the 1890s then, there was a perception teaGitbelins had
unscrupulously given into fashion and commercedetizhsed their tapestries, these objects of
French patrimony, with tawdry, foreign chemicals.

Even the wool, this fundamental material of tapestras tainted by commerce with
foreigners. The Gobelins bought all of their wothe marketplace. By the latter half of the
nineteenth century, this meant that the fibers wéradeterminate provenance and uneven in
guality; for example, the wools of different racédsheep were mixed together, or the wools of
dead or sick sheep were mixed with those of heathyals. Such adulteration became a major
problem in the dye vats. Different kinds of woeact differently to the same dyes; thus, the
mingling of various wools in the same threads mdézeitthe threads dyed in the same bath for
the same amount of time would not necessarily ibetame tonality throughout. The

dwindling quality of the wool was a well-known ptebn during the fin-de-siecle, and it was

%32 |bid. See also Guignet, “Observations du Directies Teintures sur le Ms. Fr. 11183 de la Bibliqtre
nationale,” November 1894, p. 2, MN Box 57.
233 Guignet to Gerspach, July 23, 1892, MN Box 57, dhers25.
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blamed on foreign imports, specifically the use\astralian woof** In 1895, Jules Guiffrey
began urgently working on obtaining wool solelynfra French source—a sheepfold in
Rambouillet>

The Gobelins was one of the pillars of Frenchaad its very visible decline during the
nineteenth century was cause for consternatiomeigio products, and especially synthetic dyes,
were an easy scapegoat. Not only did the dye tngagginate in England and become
dominated by Germany, but its very industrial natseemed incompatible with the artisanal
work of making tapestry. Synthetic dyes encoumtenere resistance in France than in England
(despite Morris who fabricated his own dyes) orr@any because of a real concern with its
impact on the métier of dyeing. Artificial colotarwere unadulterated and came pre-made as a
pure color, like the parallel development of tulagnps to be squeezed directly onto the artist’s
palette. They required very little skill or knowltge to use, unlike dealing with the variables of
organic material and the minute adjustments an@stlintuitive understanding of color that this
entailed. With the advent of synthetic dyes, ttedt®f dyeing threatened to die out and be
replaced by industrial science. The tension betvMeeury craft and industrialization culminated
in the 1890s. France’s inability to keep up withglamd and Germany’s manufacturing prowess
during the fin-de-siecle resulted in protectiomsticies, such as a tax on foreign imports in
1892, and redirected attention to France’s tradictrengths, namely pre-industrial handcraft

such as tapestry making.

24 Henri Vuagneux, "Les Tapisseries de I'Etae"TempsJanuary 29, 1895, MN G.184.
23> Guiffrey to Henry Roujon, Minister of Fine ArtspAl 1, 1895, MN Box 57, Dossier 32.
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Maillol's ethics of art making must be seen witkts context. It was part of the
nationalist and retrogressive turn to luxury cesftFrance struggled to adapt to the changing
socio-economic landscape brought about by indligai#gon. In other words, Maillol was
contributing to a larger attempt to restore Fras@eimacy in crafted goods. Not only were
England and Germany surpassing them in machine-omaelg the former was beginning to rival
them in artistic handcraft with the growing intetioaal reputation of William Morris. If the
Gobelins were failing in the nationalist effort taynting an artisanal process with industrial
products, Maillol would maintain the French stambtlay wholeheartedly embracing the Nabi
medievalist ethos of handcratft.

Maillol taught himself how to dye wool, supposedlgh an old manual of recipes and
the help of a dyer in BarceloA¥ A son of Catalonia, Maillol had cultural ties te tapital city
and visited Barcelona often. Barcelona was in éaet of the main centers for dye fabrication,
part of what the scholar Agusti Nieto-Galan cdils tRepublic of chemist-dyer$® In this
unofficial, tacit, European network, formulas antyiae, knowledge and tradition, were passed
on from artisan to artisan. The craft of dyeingsvaémost like alchemy in its highly secretive
nature. Maillol tapped into this clandestine comityiand subscribed to its devotion to the craft
process. He cared immensely about the qualityoaigth of the materials he used. He spent an
enormous amount of time scavenging for plants éntlountains and fields around his
hometown Banyuls-sur-Mer—nestled between the Py®aad the Mediterranean—and

experimenting with different formulas to createidotleeply saturated, and earthy colors. To

23 Cladel,Aristide Maillol, 48-49.
%7 Nieto-GalanColouring Textileschap. 4.
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test their stability, he would nail samples of tiy&d wools to the outside of his house, exposing
them to the sun, rain, and sea air for a periagbomonths.

The local origin of his natural dyes was vital te image as an artist whose work
stemmed not just from nature, but more specificlbtiyn the Catalan soil. For example, instead
of using cochineal from Mexico or the Canary Iskafille the Gobelins did to concoct crimson
dyes?®* Maillol employed kermes from the eponymous insétas live on the kermes oak trees
native to the Mediterranean region. Weld, usechase yellow dyes, grew in northern France,
but not in the Pyrenees; Maillol therefore triedragting his yellows from the indigenous inula
viscosa®® Furthermore, he employed the local flora in iratbxe combinations. Another
Mediterranean plant, daphne gnidium, is usuallyldee yellows or greens, however Maillol
claims to have combined it with iron sulfate to getearly gray*® Dyeing wool, and then
producing tapestry from these hand-wrought matenaés for Maillol as close to creating from
nature as he could get. Indeed, these fruitsofatior, baked in the sun, were described by
Marc Lafargue as “these beautiful, warm, sweetsting wools, like fine fruits®** Maillol's
localist approach can be related to the protectt@gonomic policies of the fin-de-siecle and are
a reiteration of Colbert’s strategies in the segenth century. As part of his attempt to promote
French raw materials, Colbert encouraged the ugerafes over cochineal, despite classifying

the latter as grand teint.

238 Guignet to Gerspach, July 23, 1892, MN Box 57, $hars25.

239 This dye proved to be too fugitive and Maillol eddup obtaining weld around Paris. See Fi@mversations
de Maillol, 204 and CladeRristide Maillol, 49. The point remains that he tried to use Catalaterials when
possible.

40 Frére,Conversations de MailloR04.

#41uces belles laines chaudes, douces, éclatantesillesa de beaux fruits” Lafargue et al., 8.
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The Enchanted Gardewith its Catalan-made threads and dyes, is examyplot only of
Maillol's regionalism but also his medievalism. élbubject matter of fashionable women
strolling in a garden again harkens bacKt@ Promenad&om Seignorial Life. The
preparatory oil sketch farhe Enchanted Gardaeveals that Maillol made some changes that
enhance the work’s resemblance to millefleurs taess(Plate 46). The exotic birds in the
pomegranate tree at the top of the compositionghvare not included in the oil sketch, are
reminiscent of the various birds in the fruit treesl flowers offhe Lady and the Unicorand
Seignorial Life. The oil sketch shows that Maillol originally pleed to have a flowering shrub
cover up part of the skirt of the right-hand formgnd figure. The final tapestry instead depicts
the whole skirt, emphasizing the decorative lingasf the folds, which recall the crisp pleats of
millefleurs figures. The depiction of the foldstbE women’s dresses as flat, layered patterns is
heightened by the treatment of shading as inteallypnoarse hatching. This archaizing
technique, as well as the detailing of the belts stroulder lines with gold thread, also allude to
medieval tapestry.

The Enchanted Gardes dated to the mid 1890s for its original concapteven though
it probably wasn’t exhibited until the 1899 Salan@hamp-de-Mar§*? This work is generally
held up as the exemplar of Maillol's medievaligigstry in scholarship today. HoweverTle
Enchanted Gardewas not actually completed and exhibited untileéhd of the 1890s, it was

not his most publicly known tapestry at the tinMaillol instead exhibited two other historicist

242|n a letter from Maillol to Maurice Guillemot dateéo 1898, the artist mentions finishing a tapesiry meters
high (Kramer, “Aristide Maillol,” 47). The Enchanted Gardeneasures 1.9m in length and was likely the work
listed as no. 288 “Le jardin (tapisserie)” in thed@ catalogue. Kramer believes that Maillol wasking on the
tapestry in 1894 and meant to send it to the Lis#hétique that year.
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works during the mid 1890s, one that was not sisfeksaind another that cemented his
reputation as a talented and serious tapestry mak@mas reviving French tradition.

At the 1895 Champ-de-Mars, Maillol exhibited a tsipg that remains unknown.
Antoinette Le Normand-Romain and Linda Konheim Kearpelieve that a work entitled
Concert of Wome(Concert des Femmpsas shown at this Saléf® Concert of Womewas,
however, commissioned by Princess Hélene Bibedate(R7). On May 3, 1895, Maillol
offered the tapestry he exhibited at the Salohécstate for purchagé® It therefore could not
have beerConcert of Womeas he never would have offered a work to the statealready
belonged to another patron. Whatever the tapesisythat he exhibited, it was not well-
received by the critics, who judged it a badly exed pastiche of ancient tapestry. Jacques-
Emile Blanche wrote, “Mr. Malillol represents Gotimmtifs, young girls sitting in a circle on the
grass to which his patient but crude execution amdsing really new?*> André Fontainas had
far more disparaging comments: “the seductive awptive prettiness that gives the illusion of
embroidery ... not to mention the appearance of eapthie 1 century in composition,
subject, design, the choice of nuanc®$.The state declined to purchase this unsuccessful
tapestry and unlike their refusal in 1893, theymld offer Maillol any more monetary aid.

This was not a major setback for the artist, howe@n September 14, 1894, he wrote to

Jozsef Rippl-Roénai that he had just received a ciasion for a tapestry for 1500 francs, which

243 Monery and Le Normand-Romaiktaillol, 31; Kramer, “Aristide Maillol,” 51.

24 AN F21/4324

245uM. Maillol représente des motifs gothiques, jesifides assise en rond sur I'herbe, auxquels séogion
patiente mais fruste n’ajoute rien de trés nouvelacques-Emile Blanche, “Les Objets d’art aux Bsilba Revue
Blanche7 (May 1895): 466.

246« la mignardise alliciante et trompeuse jusqu’a fdiusion de broderie des tapisseries de Mr. Mhili je ne
parle pas de l'apparence de copies du XVlle sllgsi'ent par la composition, le sujet, le dessrgHoix des
nuances." Notes and comments of André Fontainasl, 2§ 1895, cited in Houssais, “André Fontainak)1.
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was presumablZoncert of Womeff’ He was therefore already gaining traction apasay
maker. Moreover in 1896, he exhibited a work at@hamp-de-Mars callethe BooKLe Livre)
that was critically acclaimed (Plate 48). Thadégadson enthused, “The arrangement, the
harmony, the accord of the chosen color scalestiwélgravity of the subject and these beautiful
greens, reds, yellows, pale tones, so ingenioustyilouted, acknowledging the folds, and the
metallic highlights, all is to be praiset!® And Gustave Babin commented, “The figures in his
panel, dreamers in a garden of wilted flowdlesurs fanéelsare not without grace; all of this is
deliberately extinguished, muted, and the resuthisf penchant for halftones is a certain
charm.?*® This tapestry is now in an unknown private cdltet, however based on these
descriptionsThe Bookprobably resembleflhe Enchanted Garden color palette. The earthy,
wilted colors made from natural dyes, coupled il subtle sheen and richness of gold thread,
effectively evoked the mystique of faded milleflesapestriesThe Bookwas presumably more
skillfully executed than the 1895 hanging and wasstMaillol's first successful medievalist
tapestry both in terms of composition and handcraéllowing the success dhe BookMaillol
requested that the state commission a tapestrylifomo decorate one of the national

palaces$™ This entreaty was, like the others, denied.

2474'0n vient de me commander une tapisserie de Tftcs.” Wertheimer, “Lettres d’Aristide Maillol113.
Edouard Vilarem, however, claimed that the Prind&ibesco paid Maillol 4000 francs for the finishedrk (see
Kramer, “Aristide Maillol,” 51n27).

248« arrangement, I'harmonie, I'accord des gammesisies avec la gravité du sujet et ces beaux venigies,
jaunes, pales, si ingénieusement étendus, accusgsis, et les rehauts métalliques, tout est aldurhadée
Natanson, “L’Art des Salond”’a Revue Blanch&0 (1896): 524.

249« es figures de son panneau, réveuses dans un g fleurs fanées, ne sont pas sans gracecétaiest
volontairement éteint, assourdi, et il résulte e@arti pris de demi-teintes quelque charme.” GuesBabin, "La
Salon du Champ-de-Mars. La Tapisseti®&rt décoratif modern¢June 1896): 140.

20 AN F21/4324 The Boolalready belonged to Maurice Bouchor, a long-timgpsuter and friend of Maillol’s.
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Although he was continuously unsuccessful in hissgjdor official recognition, Maillol
did have success with private patrons. Interestimgany early collectors of his tapestries were
literary men. The Bookvas owned by the poet and playwright Maurice BoucAte
Enchanted Gardewas owned by Léo Rouanet, a writer from Béziehinltanguedoc-
Roussillon region best known for translating Splamisd Portuguese literature into Frerfch.
Another Roussillon compatriot, Charles Archbold-gisfrom Cette (today Séte), bought
Maillol's first tapestry,Girls in a Park. Archbold-Aspol was a liquor merchant, howevemizes
quite the bibliophile and was not only friends wbuchor’s poet friends, but also a founding
member of the exclusive Société des Bibliophilag@mporains. This book society was
founded by the art critic and aesthete Octave Uzasm selective group of initiates—collectors,
authors, artists, and publishers—dedicated to mmoduimited-edition, modern luxury books.
As Willa Silverman has demonstrated, these bibliepdocieties were a way of creating an
unabashedly elitist, closed circle of upper bouig@ohemian homosociability? These men of
rarefied taste were constantly in search of the, tlegvesoteric, the unique luxury object that
would distinguish them from the commercial masddasillol’'s tapestry unwittingly appealed to
this aesthete culture of communal eliti§th.

Maillol’'s most important patron, however, was a vaymPrincess Bibesco. An

accomplished pianist, the Romanian princess lind@aris where she hosted a salon that was

%1 Guillaume Apollinaire’s obituary of Rouandilércure deFrance December 1, 1911, 660) mentions that he
owned tapestries by Maillol, though he mistakemlyssthey were woven with wool sent by the queeRarhania.
%2 gjlverman New Bibliopolis,12, 91-99.

23| say unwittingly becaushe Booldepicts a practice abhorred by the gentleman-tblle: female reading.
Silverman discusses how women were seen as theyarfahe book and that the practice of female cbile
reading while doing domestic activities (such asdhework) was disdained by the “Biblios-contemp@s&w
Bibliopolis, 168-72).
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frequented by composers, such as Claude Debussglaartes Gounod, and artists, including
Pierre Bonnard and Edouard Vuillard. It is throigiillard, who was close friends with the
princess’s sons Antoine and Emmanuel, that Maitlet Hélene Bibesco. She commissioned
two tapestries from MaillolConcert of WomeandMusic for a Bored PrincegMusique pour
une princesse qui s’enniiéPlate 49¥°* The former takes the subjectTie Book-women
sitting in a circle in a garden—and transposestd a subject more fitting for a musician-
princess who hosted an artistic salon; insteadash@n reading a book, the tapestry depicts
women making music. Three women play lutes or mhmnslto entertain a fourth who presides
over them and looks out at the viewer. The figues composition can be relatedTioe Bath
of Seignorial Life(Plate 50) The kneeling musician at right @oncert of Womeis a reversed
version of the woman playing the luteTihe Bath and both tapestries feature a circular
composition with the central axis marked by a tree.

The palette o€Concert of Womerhowever, is different from the medievalist tiofsThe
Enchanted Gardeand, presumablylfhe Book.Although the preparatory oil sketch fGoncert
of Womerfeatures the same rich earthiness of tone foundiiiol's other tapestries (Plate 51),
the final work is characterized by a pale blondnassf a tapestry bleached by sunlight. This

was perhaps a different interpretation of the motbfanéon Maillol’'s part, or it might be

4 The dating of these works is quite contested. tMolsolars date both panels to various years imidelate
1890s. Berger (“Plus beau qu’un tableau,” 35-8%),Llhowever, dates them both to 1902. She balithat the
tapestry mentioned in the September 1894 lettBiwai is now unknown. Her dating is based on Hseimption
that Vuillard didn’t know the Bibesco princes befdr900 and on the fact that Maillol exhibit€dncert des femmes
at his 1902 Vollard show. However, Groom has adghat Vuillard could have known the princes astday
February 1895Hdouard Vuillard,150), though admittedly this dating still doegprove that the 1894 commission
was indeedConcert des femme®t any rate, Maillol exhibited other tapestrfesm the mid 1890s at his Vollard
show—Le LivreandLe Jardin enchanté-therefore, he was not just showing new work. ffreninore, the woman
looking out at the viewer i@oncert des femmés clearly based on an 1894 portrait of Mme Maitlow in the
collection of the Musée Maillol (see Lorquifxistide Maillol, 23).

109



evidence of some influence from Paul Ranson, wiiortd these lighter colors for his tapestries.
Ranson’s threads, however were synthetically dyte curatorial files of the Designmuseum,
Copenhagen, where the Bibesco tapestry is now betdirm that the wool was handspun and
the dyes were made from plants; madder was idedt#s one of the dye sources. In certain
sections ofConcert of Women-such as in the shadow under the eyebrow of theamdooking
out, the soundboard of the central mandolin, ottrae trunks—the nuanced coloring is achieved
by using thechinétechnique, double-ply wool threads that have lhegsted from two different
colored strands (Plates 52a-b). Such effects wyepossibly with handmade threads and attest
to Maillol's careful attention to color and closgpgrvision of wool preparation.

Music for a Bored Princessas commissioned several years aftencert of Womenlt
was perhaps the tapestry exhibited on a rod ominad frame at the 1897 Champ-de-Mars.
The panel presents the same subje@a@wcert of Womehut in a different composition. Three
lute players, depicted as one mass as if they eagred from one block of wood, serenade a
languid woman who is separated from them by a wiggiath. Scholars have speculated as to
why the princess would have commissioned two suulias tapestries that do not hang together
as pendants. It is known that Princess Bibescwinoad Queen Elizabeth of Romania to

purchase one of Maillol's tapestries; the artisa$glf tells this story to Dr. Basséres. The

%5 The Salon catalogue lists the work as “tapiss&vi tringle,” which would translate to “tapestry@rod.”
Kramer, however, believes it was a wooden framedbas Cladel’'s assertion tHeusique pour une princesseas
exhibited on an easel (Clad&listide Maillol, 54; Kramer, “Aristide Maillol,” 62).

2 Basseéredylaillol mon ami,81.
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gueen thus perhaps purchasahcert of Womeand the princess commissionddsicto
replace it?*’

Despite the additional patronage, Maillol was sfiltonically short of money; the
materials used to malkdusic perhaps attest to this fact. The wool threadsrareh coarser than
those used fo€oncert of Womenhough one could argue that this material choiggperted an
archaizing aesthetic. However, in the borderslosic thin, machine-spun wool threads are
mixed in with handspun oné¥ Given Maillol's ethics of handcraft, this infiittion of
industrial products is possibly a sign of comprasiforced by pecuniary troubles.

In any event, by 1899 this was certainly the ca8a.January 21, 1899 Daniel de
Monfreid records in his journal that he spent tvedikancs on an antique door curtgioitiere)
for Maillol to unravel and use the wool becauseftiend is penniles&® Monfreid, as he did
with Gauguin, acted as a sort of agent, persondtdyaand shopper for Maillol when he wasn’t
in Paris, facilitating the sale of his works, lemglihim money, and picking up art supplies for

him. In 1899, Maillol had thus returned to a preetirom the beginning of his tapestry career

when he had no patrons and no funding. Evideab¥aining handspun wool, making natural

%7 Berger (“Plus beau qu’un tableau,” 31), on thetmy, thinks that the queen’s tapestry is a déffeer
(unidentified) one and Hoog ("Maillol peintre,” 26@elieves that she purchadddsique pour une princesseot
Concert des Femme®ueen Elizabeth of Romania, however, is notdistethe provenance of either tapestry in the
Designmuseum’s curatorial files. Even more comfglyi, Dina Vierny claims that the queen commissi@encert
des Femmekerself in 1894 and was the one who gave MailiflQLfrancs as mentioned in the letter to Ronai.
(Dina Vierny to Gabriel Badea-Paun, June 11, 20@pestry Documentation, box 1, Musée Maillol). iastingly,
Queen Elizabeth of Romania was an honorary chalieoSociété des bibliophiles contemporains, otwhi
Archbold-Aspol was a member, so it is not whollypimssible that she could have heard of Maillol tapastry
maker by 1894 and through channels other thaniined3s Bibesco. The queen wrote poetry undepénename
of Carmen Sylva.

28 Cyratorial file, Designmuseum, Copenhagen. Tkene indication that this was from a later repair.
#9“Nous dinons avec les Maillol, et leur achetons tenture de Caramanie dont ils veulent se déftiamt sans le
sou. [...] A Maillol, portiére caramanie 12,00.” Nbteoks of Georges Daniel de Monfreid, DocumentaGenter,
Musée d'Orsay
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dyes, and dyeing threads himself was an extremglgresive and ultimately unsustainable
undertaking. Maillol had to cut corners in ordeicontinue his work as a tapestry maker. He
did not, however, have Monfreid purchase him newtlsetically dyed threads from the Bon
Marché. Rather, he chose the more painstaking mfuinraveling old tapestry, which would at
least provide him with handspun, naturally dyed oo

Héléne Bibesco would come to Maillol's rescue cast time. Monfreid records
accompanying Maillol to lunch with the Bibesco fanon April 14, 1900. Perhaps a new
commission was discussed at this meeting; for DiLl1¢he princess’s sons, along with Vuillard,
stopped by Banyuls-sur-Mer to drop off wool fromrRania during their trip to Spaffi® As
further evidence, in a letter of November 1902, IMbiells Ronai that he had a high-warp loom
constructed and will begin weaving a new tapeStryThis tapestry, however, remained
unfinished. Maillol only wove a third of it befoebandoning it, supposedly due to an ocular
problem that left him nearly blind in his right efger several months over the winter of 1903-04.
It is unclear what the problem was and Maillolibtited it to working on tapestry by lamplight
in the evening8® Interestingly, fabricating dyes with daphne gaidiwas known to be bad for
the eyes in the seventeenth centf3though Maillol was probably unaware of this danger
Regardless, Maillol's sudden abandonment of tipsestry, and of the vocation all together,

could not have been only due to eye strain; heftet all regain his sight and continued to work

20 Groom,Edouard Vuillard 150; Berger, “Plus beau qu’un tableau,” 35.

#14Je fais faire un immense métier de gobelins e&j@x commencer une tapisserie.” Wertheimer, “lesttr
d’Aristide Maillol,” 114. A drawing in the Ny Casberg Glyptotek, Copenhagen (I.N. 2774), is idedifs a
preparatory sketch for this last tapestry.

%2 Maillol to Octave Mirbeau, 1903 or 1904: “savezsgajue je suis resté aveugle pendant deux moisfl§'&rop
travaillé c’est probablement le travail de nuit cuia fatigué la vue. J'ai du abandoner ... une tagisstout mon
hiver perdu...” Transcribed in H6tel Drouot, DecemBgefl980, lot 41. See also BasséMaijllol mon amj 91.

23 Dominique Cardon,.e monde des teintures naturel{@aris: Belin, 2003), 155.
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in other mediums. Notably, Princess Bibesco detid02, leaving him bereft of his main
patron. More significantly, this final, unfinishégpestry was the first and last that Maillol
attempted to fabricate himself.

Although Maillol identified himself as a tapestryaker, he did not actually make his own
tapestries. His companion and then wife, Clotl#cisse, her sister Angélique, as well as other
women in Banyuls-sur-Mer stitched his designs. ddMa@d compare this system to the
embroidery workshop of Morris & C6** Morris taught himself to embroider in order to
understand the technique so as to be able to demigime medium. Nonetheless, he did not
execute his own designs for Morris & Co. and indtlead his designs embroidered by his wife,
daughters, other female relatives, and wives ofroltorris & Co. associates. His daughter May
eventually took over the successful embroidery wbhodp. Most interestingly, some
commissions were embroidered by the patronessesstiees, such as those by Lady Bell (née
Margaret Pattinson), wife of Sir Isaac Lowthian|Bahd her daughters Florence and Ada. This
practice confirmed the highborn nature of the wakell as the custom of stitching amongst
an intimate circle. Perhaps because the work wesgylmlone by his social peers and superiors,
Morris respected the embroiderers of his firm adtspeople, even though he ultimately
considered the labor feminine.

Maillol, by contrast, displayed a more misogynigitade towards this gendered work.

He said to Maurice Guillemot, “I invented a stitwhsuch great simplicity that | can have my

tapestries executed liye least intelligentvomen.?® Unlike Morris, Maillol never made a

%4 The following is taken from Parryyilliam Morris Textiles;10-35.
254 33i inventé un point d’une simplicité trés grande telle facon que je puis faire executer mesdages par des
femmedes moins intelligentesMaillol to Guillemot [1893]. Transcribed in H6t&rouot, January 30, 1980, lot 37.
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needlepoint hanging on his own. Neverthelessditerepancy evidently bothered him and he
felt the need to justify or compensate for it. étephasizes to Guillemot, “I directed my
tapestry, | dictated the tones to the workers wdlii¢he while | worked on the large-scale design
for execution.?®® | believe that this statement can be understoo@mly as a declaration of
male leadership and superiority, but also as r@vgah insecurity about the legitimacy of his
claim to being a tapestry maker.

While various women made his tapestries, Mailldl oy worked on tapestry cartoons,
he also started carving wood reliefs. He cleaglythe need to participate in the creation process
in some fashion. To Harry Kessler, he said speadiff that he turned to sculpture because if he
wanted to execute his tapestries himself, he wbaltcrushed by work.” He therefore had to
delegate the mechanical but important tasks aftstit) to other$®’ It is no surprise then that
after a decade of working in this way with neediapdie finally bought a high-warp loom and
taught himself to weave, as suggested by the 162 ko Roénai cited above (Plate 53).
Ultimately, Maillol wanted to create real tapestngt needlepoint hangings, a desire latent in his
choice of materials and techniques: the silk, nietddreads, and the custom-colored two-ply
threads; the straight stitches that give the ingo&sof woven wefts.

It is worth noting that tapestry weavers at the &iols were customarily male, as

opposed to the female tradition of amateur needle?f8 At Merton Abbey, too, only young

%% 4a dirige ma tapisserie, je dicte les tons auxigues pendant que je travaille toujours le degsiamdeur

d’exécution.” Cited in Maurice Guillemot, “Aristidgaillol,” Le Carnet des Artiste46 (Sept 15, 1917), 11.
#7«acrasé par le travail,” Kessler journal, August 2904, Musée Maillol.

%8 n the 1890s, this gendered division was apparehianging, leading to some ambivalence and missgyn
grumblings. The journalist Gaston Stiegler comradntLes femmes empiétent aujourd'hui sur les metles
hommes; mais il me semble qu'aux Gobelins les h@wnebien empiété sur ceux des femmes, car aneg&tde

ne pas voir des artistes en jupons devant ces $tafifax Gobelins,"Echo de ParisJuly 29, 1892, MN G.278.
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boys were hired and trained as weavers, as opposbd exclusively female embroidery
workshop. Maillol was, it seems, trapped by gersiereotypes. And yet, his self-portrait
drawing (Plate 41) shows him performing a menisktaskeining or plying threads—that was
usually relegated to a female worker. Perhapkerend, Maillol abandoned tapestry because
didn’t possess the skill to weave them, and therdmancy between his ethics of handcraft and

the reality of his tapestry production was too-gelfitradictory to continue.
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CHAPTER 5. Paul Ranson: Tapestry and Collectivity

Paul Ranson did not share MailloI's commitmematural materials and assiduous
artisanship. His wife, France Ranson, bought wio@ads from the Bon Marché to execute his
designs. They were therefore commercially spunsgnthetically dyed, far from the custom-
colored, two-ply threads that gave such nuanceesttm Maillol's works. Ranson was
apparently content with a more graphic approaatotor than Maillol's, as well as the uniform
texture of one kind of wool, in contrast to thésihetallic threads, and different kinds of wool
that Maillol employed. Hippolyte Fiérens-Gevaesticed Ranson'’s lack of attention to
materials and judged his wools to be "sampled iitile care.?®® In addition, Ranson’s pale
blond yet synthetic palette received mixed revie@sistave Soulier found one of his tapestries,
Spring(Printemp$ “rather poor in tonality” while Octave Maus praists@ harmony of “the
tones of dried leaves, golden yellow, steel gragemut” (Plate 54Y° After seeing Ranson and
Maillol's tapestries hung at the same Salon, Gaugupposedly told the latter that Ranson’s
colors were not beautiful; Maillol didn’t neces$aiagree, as | suggested earlier with the curious
change in palette &oncert of Womeft*

In any case, the stitching of Ranson’s tapestsi@stuch simpler and coarser than
Maillol's, despite the latter’s claim to have sinfigld the needlework for his unintelligent

workers. These coarse stitches were particulariiced by critics as a hallmark of Ranson’s

29 «achantillonnées avec peu de soin,” Fiérens-GeyvaEapisseries et broderied\tt et Décoration 1 (Jan-June

1897): 85.

20 Gustave Soulier, “Notes d’art: Le Salon du CharapMtrs,”L’Art et la Vie (Aug 1897): 509; “les tons feuille-
morte, jaune d’or, gris d'acier, noisette” Octavald, “Le Salon de la Libre Esthétiqu&:t et Décoration 3
(March 1898): 103.

271 Maillol purportedly replied that Ranson’s tapesirgs more original than his. Cladakistide Maillol, 54.
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tapestries. Some, such as André Fontainas, pedftiem to Maillol’'s delicate prettiness (cited
in the previous chapter); while others, like JacEudile Blanche, found them too coafgé.
Ranson’s work is executed entirely in either stiggitches or half cross stitches while Maillol’s
features a mixture of straight stiches, chainlstis; and couching of the metallic threads.
Ranson, unlike Maillol, did not necessarily aspaenake high-warp tapestry. The types of
stitches used—the half-cross stitch, which is névend in Maillol's works, and the straight
stitch specifically in a zigzag pattern—firmly paRanson’s works in the genretapisseries a
l'aiguille. They do not try to evoke warp threads woven aighuttle.

These differences in technique and genre, tapestsus needlepoint, seem to map on to
Maillol and Ranson’s class differences. Ransoatkdr was the mayor of Limoges while
Maillol was from a farming family, though his patsnvere petit bourgeois shop assistants.
Ranson’s wife, France, was his cousin and of egpe@hl standing, while Clotilde was a
Roussillon peasant girl. Furthermore, Clotilde Wwaed as a needleworker by Maillol first, and
then became his companion and later his wife. d&avas never treated as a professional
needleworker. Unlike Maillol, Ranson never refdrte his wife as a workeo(vriere), and not
just because he probably didn’'t pay her. Franitehgtg her husband’s designs belonged to a
completely different tradition from that of Clotédexecuting Maillol’s work.

France could place herself within the long linenoblewomen who did amateur

embroidery as a past time, much like Lady Bell vehtbroidered her own commission from

272 Notes and comments of André Fontainas, April 3851 cited in Houssais, “André Fontainas,” 101 pies-
Emile Blanche, “Les Objets d’art aux Salohs! Revue Blanché (May 1895) : 466. In addition, Maurice-Pillard
Verneuil commented on the "point un peu grossi@ismui ne gene pas trop, étant donnée la gramdendion de
ses décorations.” "La Décoration intérieure,” 7986ger Marx and Gustave Geffroy judged the stitghio be
“original.” Marx “Salon du Champ de Mar&evue encyclopédigueo. 106 (1 May 1895): 169; Geffraya vie
artistique 1897, 376-77.
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Morris & Co. In the nineteenth century, it wasibeéd that the medieval Queen Matilda, wife
of William the Conqueror, made the Bayeux tapesiti the help of her ladies-in-waiting. This
tradition thus ostensibly stretched back to theeziéh century. The sixteenth century, however,
was the acknowledged height of aristocratic neaidlhepvhen noblewomen would supposedly
stitch designs provided by recognized artists.sTéxtile art was well-respected in its own right
and needlepoint was just as likely to decorateimig as woven tapestry during this &f.

Notably, Queen Elizabeth of Romania also placedéiewithin this lineage. In an
introduction to a book on lacemaking, she is petduembroidering with her ladies-in-waiting.
She writes that needlework is a luxury for the wamdno could afford to stay at home, “the
solitary woman who has time for reading and thigkinShe continues, “I have often pitied men
... because they are bereft of our greatest comfoeediework. Our needlework is so much
better than their smoking; it is so unobtrusivé* Needlework in this context was thus an
aristocratic, leisurely past time, associated \Wwitgh-minded activities like reading and thinking.
Yet the dedication of the book to the queen readsose love and knowledge of the arts of the
thread have never failed to encourage fellow newsiteen of all classes.” Her patronage of
Maillol may thus have been as much a patronagdaifi@:. In any case, France was operating
within this tradition of upper-class, amateur feenaéedlework while Clotilde was a poor
woman earning her living with conventionally femalells.

Furthermore, in the eighteenth century, Louis Xaently started a vogue for

aristocratic men to practice embroidery when hé&aidt up as a past tinf& In that vein,

213 privat-SavignyQuand les princesse$6, 29.
2 Hoar, Katharin LThe Art of TattingLondon: Longmans, Green, and Co., 1910), ix-x.
2> Havard Dictionnaire, 1214.
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Ranson may have helped to stitch his own workwHees in a letter to Maurice Denis, “the
horrible weather that we are having in Le Havrefoased us to have no other occupation than
to pull wool firer la laine].”?’® Paul and France were visiting her brother, whe the prefect
of Le Havre. The implication in this letter is thmth husband and wife were working on the
tapestry together. By contrast, Maillol, as meméid earlier, was never interested in needlework
and instead taught himself the masculine professiaveaving. For Ranson, tapestry was a
communal, albeit elite medium. It was not an egpi@n of handcraft, but of an elite bohemian
sociability, a collectivity of initiates somewhdtia to the bibliophile societies mentioned in the
previous chapter. In this way it was differentnfrdlorris & Co.’s embroidery workshop, which
of course was a commercial enterprise and nogjustrtistic one. Ranson’s first foray into the
medium is indicative of his mindset.

Alpha and Omegé& a mantle cover that was designed by Paul Raassmmd 1893
(Plate 55). It was stitched by Laure Lacombe ntim¢her of the Nabi sculptor Georges
Lacombe, allegedly with the help of the poet Auguazalis’’ Alpha and Omegas thus an
example of collective work executed by a tight grafi family and friends, a theme that is
reflected in the work’s subject matter. It recautite Nabis’ genesis as a biblical narrative in the
form of a group portrait. Cézanne, one of theaganitors, is God in majesty flanked by
Sérusier with his palette on the right, and Cazalib a tome on the left. These two friends
played a significant role in the founding of thegp: Sérusier’s painting,he Talismanwas the

philosophical and aesthetic origin point of thetbeshood; Cazalis devised the name “Nabi,”

218 «1affreux temps que nous avons au Havre nousg@ra’avoir guére d’autre occupation que de tadaine.”
Ranson to Denis, n.d. [spring or summer 1894], i¢auDenis correspondence, MMD, Ms 12595.

277 Levy-Gormezano, “Paul Elie Ranson," 28. Laure lmbe was an artist in her own right, see Catherierdge,
ed.Laure Lacombe 1834-192dxh. cat., (Versailles: Musée Lambinet, 1984).
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from the Hebrew word for prophets, “Nebiim.” The@nogram of Lacombe sits right below
Cézanne’s feet. The other figures have not beamyfiidentified, but also probably represent
various associates of the Nabi circle in the goisangels and saints. This extremely esoteric
work, filled with pagan and hermetic symbols, wakast partly in jest. Ranson was a farceur
and a satirist who would have felt perfectly cortdble making fun of himself and his friends.
In the letter to Denis cited above, Ranson muselenjoyed the double entendreiodr la
laine, which was an idiomatic expression that meanpft&pocket.” The image of Paul and
France pickpocketing the haute bourgeoisie of Lerélavas farcical indeed.

Alpha and Omeg#s characteristic of Ranson’s over-the-top, hakiig occultism,
which was not only a product of his very real ietdrand knowledge of Theosophy and other
mystical ideas in fashion at the time, but alsoeg v create a sense of secret brotherhood.
Laura Morowitz and William Vaughan have studied skreictures and motivations of artistic
brotherhoods in the nineteenth century, as opptsadistic schools or societies; one of the
distinguishing characteristics is an acknowledgamtecy complete with private rituals, dress,
and languagé’® Ranson spearheaded this aspect of the Nabisestewed a sobriquet on
several of his brethren; for example, Maurice Devas known as the “Nabi of beautiful icons,”
and Pierre Bonnard was the “Japoniste Nabi.” eliets are full of inside jokes, secret
references, esoteric symbols, and signed with sarson of the ritual closing “En ta paume

mon verbe et ma Pensée” (in your palm, my wordrapdhought?”® He hosted the Nabis’

278 Morowitz and VaugharArtistic Brotherhoods5.
219 See for example the letters transcribed in BitRanyl Ranson392-403.
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weekly meetings in his apartment, which he dubbée“Temple” and France, “The Light of the
Temple.”

We can see similar strategies in the fin-de-sibolek society. For example, an 1896
luxury book on bibliophilia depicts entrance intbilliophile society as a ritual initiation into a
temple?® these temples sometimes had exceptional membdmshimen, such as Queen
Elizabeth of Romania, who was an honorary chathefSociété des bibliophiles contemporains.
| bring up this comparison as a way of contextuadjzhe seemingly contradictory combination
of collectivity and elitism that characterized Ram's working mode. However, unlike the
bibliophile societies, the Nabi brotherhood did disicriminate based on class but based on
artistic sensibility.

Ranson supposedly did attempt to set up a tapestkshop at some point, in which his
designs would be executed by needleworkers. Tdratuve failed, however, because it was not
financially viable, according to art critic Frangdihiébault-Sissoff* | would also argue that
such a model didn't fit Ranson’s conception of tledium. Tapestry was a communal art form,
a way of reinforcing a sense of exclusivity andbeing to an intimate artistic circle. Like
theater, which was another major occupation of\tkis during the 1890s, tapestry required

collaboration and emphasized the group’s idensitg &rotherhoo&f? Claire Fréches-Thory has

argued that Ranson’s experiences designing thééters naturally led him to designing

280 gjlverman New Bibliopolis,19-20.

21 preface td/ente Paul Ransoii6tel Drouot, June 7, 1909, vi.

282 For Nabis work in theater, see Maurieabis, their Historychap. 4; Prelinger and Boy&tabis and the
Parisian Avant-gardePatricia Eckert Boyedrtists and the Avant-garde Theater in Paris, 18800: The Martin
and Liane W. Atlas Collectioexh. cat. (Washington, DC: National Gallery of Ar®98); KuenzliNabis and
Intimate Modernism71-82.
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tapestry’®® The décors that the Nabis created together erizgitha flattened, two-dimensional
view of the stage in which the actors and backgiaeemed to merge into one plane. Two of
Ranson’s tapestriepur Figures Reading a ScrdlQuatre personnages lisant un roulg@aund
Springlook as if they represent figures artfully placedeostage set (Plates 54, 56). The scholar
Francine Lévy-Gormezano even described the landscape latter as stage fl&f8. Ranson’s
background in theater may have not only influenusdapestry formally, but also may have
provided an ideal model for artistic productiom. any case, instead of a tapestry workshop
where he dictated to workers as Maillol did, Ransenup an art academy shortly before he died
where many of the Nabis worked together as instractThis attempt to recapture the spirit of
an artistic family attests to the importance oftbeshood to Ranson’s artistic practice until the
very end.

That is not to say that Ranson viewed his tapesssesolely private productions that
were an exercise in collective work rather tharegpression of his artistic ideas. In fact,
Ranson exhibited his tapestries more than anyeobther Nabis. Between 1894 and 1898, he
exhibited examples every year at the Salon du Chdenldars as well as at several other venues.
In 1895 alone, he exhibitafoman in a Capd~emme a la Capeat the Libre Esthétique in
February;Four Figures Reading a Scraddlt the Salon in April; and/oman in a Capagain at
the inauguration of Siegfried Bing's gallery, thaisgbn de I'Art Nouveau in December (Plate

57). Ranson sought state patronage and recogoitilyronce, in that busy year of 1895. He

23 Freches-Thory, “Paul Elie Ranson, un art décotatifDelannoy,Paul Elie Ransonl7.
284 évy-Gormezano in Delannopaul Elie Ranson127
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offeredFour Figuresto the ministry of Fine Arts after it was exhibitatithe Salo® It was
rejected and Ranson never seemed to have offeyedf &uns tapestries again, unlike Maillol who
was indefatigable in his entreaties to the ministry

Ranson instead seems to have sought more rarefiedeppatrons, given the venues in
which he exhibited his tapestries. The Libre Estjoé, while a public salon, was a showcase
for more experimental art. As for private venuRanson exhibited his tapestries in three
different galleries that catered to a more discegmlientele with avant-garde taste: Bing’s in
1895, Vollard’s in 1897, and the Maison Modernduwifus Meier-Graefe in 1900. Furthermore,
several letters to the art entrepreneur André Magal that Ranson exhibited his tapestries in
either the offices ofe Figaroor a space sponsored by th&th.Lastly, he sent his then decade-
old tapestries to the innovative and rebelliou®&aautomne in 1908. Ranson was therefore
very actively seeking patronage of his tapestimeragst a certain artistically progressive set, as
if seeking other initiates into his intimate bohamcircle. Of course, he was not dependent on
his art for his livelihood as Maillol was.

Also unlike Maillol, Ranson did not set tapestrnaggdrom or above other decorative
endeavors. His needlepoint hangings were of a&epigih other forms of mural decoration, such
as wallpaper or decorative paintings. In one sfiéiters to Marty, he mentions working in all
three media simultaneously, seemingly without astirtttion of artistic value. Whereas Maillol

claimed to have found his expression through tapefsir Ranson, these different media simply

285 AN F21/4336. Lévy-Gormezano (“Paul Elie Ransorg) laims that Ranson proposed this tapestry to the
Gobelins in 1897, however | was unable to find dogumentation of this in the Mobilier national axes.

% These letters, previously thought to be lost,zateally located at the Getty Research Institliteters and
manuscripts received by André Marty, ca. 1886-1911, Special Collections, GRI, 87052Be letters are undated,
however one mentions that Ranson is working oncamdion in Cette. In 1899, he executed four datbog panels
for the dining room of Jules Déjean’s villa in @Gettherefore it is likely that the letters datdhis time.
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provided different vehicles for expressing his datiwe approach to the flat surface—the
sinuous clarity of his organic, arabesque formsontthis perspective, it is understandable that
he wasn’t concerned with the details of wool spigrand dyestuffs. In his letters to Marty,
Ranson expresses concern about his designs in ¢ércoor and scale, not about the materials
or in which medium his designs are executed. Kkanmgle, in one letter he writes to Marty that
he would like to change the format of his desigmfrsquare to rectangular (50 x 50cm to 50 x
75cm) because the repetition of the motif fromsdadice would be disagreeable to the eye if it
were square. In another letter, Ranson tells My he can pick up the models that Ranson
has left for him to use for either wallpaper omiighing fabric. He writes to Marty of one of his

¥ One could not

models, “you can have it executed very easily, ldadve it at your disposa
imagine Maillol uttering this phrase. Ranson did exercise the control and close supervision
that Maillol did as he wasn't interested in matiyeor the artistic process per se; rather, he was
focused on the end product as an expression aldberative.

Based on the tapestries he exhibited, Ranson’sa&m mode was epitomized by the
female figure among flowers and vegetation. Altfothis subject is related to millefleurs
tapestries, Ranson’s works are not as patentlyewatist as Maillol's. Instead they are related
to the Art Nouveau and japoniste aesthetic of Asekpaintings. Ranson tended to carry his

style from medium to medium, submitting the newnfat to his style rather than changing his

approach to suit the medium. Yet Ranson wouldwatig distinguish his decorative works from

27 «yous pourriez le faire exécuter sans peine, & jens a votre disposition.” Letters and manipgsireceived by
André Marty, GRI, 870525.
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his paintings in terms of narrative tone; the formvere progressively emptied of the sinister and
arcane penchant of Art Nouveau and Symbolism thatacterizes the latter.

Women in WhitéFemmes en blahevas the first tapestry that he exhibited (1894 &alo
du Champ-de-Mars) and it retains a sense of ominyssicism (Plate 58). Two women dressed
in virginal white have just collected apples inkets. One of the women sits on the floor next to
a stray apple, holding her head as if the fruit justifallen on her. Brigitte Ranson Bitker reads
this as a symbolic representation of the punishroBve?® In the same vein, Geneviéve
Lacambre describes the scene as “a religious titusdme unknown god® And yet there are
hints of humorous banality that belie such portesteadings. The setting, summarily indicated
by the stylized floral wallpaper and tiled floas,a commonplace kitchen or dining room.
Sprawled on the tiles, as if straight out of a dtad comic gag, the young woman being hit on
the head by an apple is as droll as she is biblisgmbolic.

With his next tapestrjy¢oman in a CapeéRanson continued with his biblical allusions.
The caped woman, set against a background of pgppieclated to the female figures in his
contemporaneous illustrated book on the life of\tirgin Mary (Le Livre de la Vierge(Plate
59). Ranson in fact exhibited his tapestry alotgshe illuminated letters for this book at the
1895 Champ-de-Mars, hinting at the Marian undedafehis hanging. The copy of the book on
display was furnished with an exquisitely craftedding by René Wiener, an Art Nouveau book
binder who was especially favored by Octave Uzatireefounder of the biblios-contempos.

Woman in a Caps similarities toThe Book of the Virgithus ties it to both a medieval practice

28 Bjtker in Genty,Paul Ranson43.
29| acambre in Arts Council of Great Britafitench Symbolist Painterd 14, cat. no. 233.
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of relating tapestry design to manuscript illumioat as well as to the elite milieu of the luxury
book.

In addition, the caped women echoes the femaledsgyun a seven-panel decoration,
Women at the Harve@ffemmes a la récolfethat Ranson painted for the model dining room of
the Maison de I’Art Nouveau (Plate 60). As mengidrearlierWWoman in a Capwas exhibited
at Bing’s Maison. The inauguration of the Mais@l'drt Nouveau, as well as the 1895 Salon,
would therefore have displayed the decorative nuftihe caped woman as interpreted in two
different media: both miniature and monumentahat$alon; and two monumental formats at
Bing’s gallery. Such an exhibition strategy emphes the mobility of Ranson’s style and
motifs across artistic formats and encouraged syimbEsonances between works.

Ranson exhibitedlVoman in a Capenore than any other of his tapestries, at five or
perhaps six different venues between 1895 and ¥08e must have considered it a
particularly successful tapestry and representatives decorative philosophy. Interestingly, it
remains unsigned. All of his other tapestriessigaed with his monogram; moreover, the
cartoon foWoman in a Capbears his signature “P. Ranson.” Perhaps thedfaksignature
was not an oversight, but a deliberate move tsal@ly credit the creation of the work to Paul.
It remains ostensibly anonymous, as a collectivekwaould have in the Middle Ages.

Ranson must have also consideffedir Figures Reading a ScrdlPlate 56) as an
especially significant work, since he offered ithe state for purchase. It is his largest known

tapestry, measuring more than double the wid¥Women in Whiter Woman in a Capelts

29033lon de la Libre Esthétique, 1895; Maison detlMouveau, no. 549, 1895; Salon du Champ-de-Mars350,
1896; possibly at the Galerie Vollard, 1897; Maisooderne, 1900; Salon d’automne, no. 1723, 1908.
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monumental size alone attests to his ambitionthimwork. Four Figuresstill trades in a sense

of mysticism, with its disembodied women that sderfioat in their undulating robes reading an
enigmatic scroll. Nevertheless, the ominous umnderofWomen in Whites here absent.

Instead, the enigmatic character is balanced bpleéeesing subject matter of women in a garden.
The content is, in turn, overshadowed by Ransonrsgry interest in the articulation of the
decorative: in sinuous lines, organic forms, areditarmony of soft, delicate shades.

In his comments on the work, André Fontainas fodwsseely on the formal, decorative
gualities of the work: “This tapestry with larggtires gracefully placed against a background of
pale greens and yellows is of a very beautifulaffeith the contoured grace of its lines, with the
rare and precious arrangement of its colors.” H#hér records that Ranson thought “it would go
well hung on the wall of a room with English funmié, with various light-colored pottery™
With Four Figures Ranson was considering, perhaps more carefidly tiefore, how the
tapestry would work in a domestic interior as agkd@rm decoration. A subtly sinister subject
would not be pleasant to live with. Furthermobhe mention of English furniture reveals that
Ranson’s work in tapestry was not particularly matied by nationalistic pride like Maillol. He
was more concerned with building an ensemble, venethinterior ornament or brethren, based
on shared artistic sensibility. The Nabi brothedhdike bibliophile societies, was an
international coterie. Despite his request fotespmtronage, Ranson seemed to have ultimately

desired private patronage for his tapestries. dddes letter to the Minister of Fine Arts reads

#1«Cette tapisserie a grandes figures gracieuseplanées sur des fonds vert et jaune pales estdiamelle effet
avec la grace contournée de ses lignes, avec tagemt rare et précieux de ses colorations. Rasigoalait
comme elle ferait bien tenue aux murs d'une chambixeneubles anglais, avec quelques poteries g)aiagiées.”
Notes and comments of André Fontainas, March 285 16ted in Houssais, “André Fontainas,” 99.
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like an obligatory, rote application, as opposettollol’'s more vehemently argued entreaty.
Maillol may have encouraged Ranson to write thiteteof request in the first place.

The tapestry of Ranson’s that received the mostaliattention waS$pring,exhibited at
the 1897 Salon du Champ-de-Mars and the 1898 IEbtieétique (Plate 54). In his review of
the former, Gustave Babin specifically mentionshwaélief thatSpringhas left behind the
convoluted esotericism so characteristic of Rarspainting:

M. Ranson ... no longer torments himself with takapgrt symbols and haunting us with

indecipherable enigmas. ...In a tapestry, M. Rans@répresented Spring under the

guise of a landscape all in flower, broadly indechtwhere two svelte women, undulating
like the Primavera herself, the smiling figure aftcelli, wander under the pink snow

falling from branches. The touch is still largeg fine is ample and elegant, and all this is
left to us to contemplate without annoyances ollehst appearance of a headadi.”

Curiously, Babin overlooks the third female fig@merging from the landscape in the
background. She completes the allusion to theef@maces seen from the front, in profile, and
from the back, found in Botticelli's Primaver&pring,however, draws more from Japanese
woodblock prints than classical antiquity or Resarsce paintings. Models for the elegant,
undulating women among flowering trees can easljooind in ukiyo-e compositions of female
figures viewing cherry blossoms. Japanese priet®wf course admired by French artists for
their formal qualities and Ranson was known tora\ad reader of Bing'ke Japon artistique

a short-lived (1888-91) but extremely influentiahgazine dedicated to Japanese art. A

preparatory sketch f@pringreveals that Ranson originally planned to keepctiers closer to

2924\, Ranson ... non plus ne se tourmente point atéleardes symboles et ne nous obséde point d'ésigme
indéchiffrables. ... Dans une tapisserie, M. Ransmepeésenté le Printemps sous les apparencesalysage tout
fleuri, indiqué a grands traits, ou deux femmedteseonduleuses comme la Primavera elle-mémeuassite
figure de Botticelli, errent sous la neige roseti@mdes ramures. La tache est toujours large sierdample et
élégant, et tout cela se laisse contempler sans etin'a pas la moindre allure de casse-téte.irBdhe Salon du
Champ-de-Mars,LL'Art décoratif modernéJuly 1897): 182.
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the pale greens and yellowskdur Figures(Plate 61). The change to a pink-and-blue palette
further links the composition to the model of Jagmecherry blossom prints.

With Spring,France began using a stitching technigue—the gujng straight
stitches—that she would continue to use in herRend’s subsequent tapestries (Plate 62). This
technique serves to emphasize and echo the sicuouss of the composition. Despite Fiérens-
Gevaert’'s complaint cited above, the wool Fran@sdsrSpringis much finer than that for
earlier tapestries, such @omen in White It presents a much smoother, almost silkieraggf
in contrast with the archaizing, coarse hairindsg/omen in White With Spring,Ransorthus
realizes a purely decorative work, emptied of t@Brhark mysticism, in which the materials,
technique, subject matter, and composition all wogether to express the arabesque.

At the 1897 Champ-de-Mars, Ranson exhibited a setagestry besideSpring—Snack
in the DunegGodter dan les dunggPlate 63). This was the only tapestry commiss$iat
Ranson received, from a family friend of his sistetaw. Although the work garnered positive
reviews, the private patronage that Ranson covetadted in an essentially bourgeois portrait of
children, the type of work that Sérusier had ead@rned as prostituting art. Evidently, this
family friend did not share the sensibilities oé tinitiates of the Temple. To create the
composition, Ranson worked from casual snapshkéntautdoors of the children of this family,
as well as from posed photographs of France isthidio (Plates 64a-b). France served as the
model for the female figures bracketing the comjpmsiat left and right; one can perhaps read
the embroidering woman at right as a self-refeatfityure, implicating her role in the creation
of the work. The zigzag stitching supports therfal program of sinuous lines that make up the

trees, dunes, and clothing of the figures. Themnduct, however, of this awkward

129



combination of the patron’s and artist’'s desirdshe anecdotal and the decorative; of
photographs and the exigencies of the arabesgaesusous mismatch in scale and narrative:
the maternal figures seem oversized, cramped birebs, and remain strangely unaffected by
the wind tousling the dress of the little girl.

France stopped executing Paul’s cartoons aftebittie of their son in September 1898.
Their last tapestry was the appropriately titledt FlowergDernieres Fleursexhibited at the
1898 Salon du Champ-de-Mars (Plate 65). Althougil Bid design a few cartoons after this
date, they remained unrealized. If Maillol's tagpg®ra ended soon after the death of his main
patron, Ranson’s ended soon after his main colégbohad moved onto more important
projects. In this case it was not the ethics oidtaaft that was unsustainable, but the ideal of
collective work amongst an intimate artistic circla fact, the Nabis as a group would
effectively dissolve in 1899. Although many of thevould remain lifelong friends, their
collective projects as an artistic brotherhood cémen end with the close of the nineteenth

century.
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CHAPTER 6. JOozsef Rippl-R6nai: Between Paris and Bidapest

The Hungarian artist, J6zsef Rippl-Ronai would rentiéelong friends with his Nabi
brother Aristide Maillol. The two were in fact cle friends before they became associated with
the group and it was Rénai who introduced Mailtothe brotherhood in the mid 1890s. It was
Maillol, however, who introduced Rénai to tapestrgking by the Hungarian artist's own
admission. Ronai writes in his memoirs, “Amongestimfluences, it was Maillol who induced
me to start making cartoons for embroideries apddties, as he was doing® Operating
somewhere in between Maillol and Ranson’s modelprfoduction, Rénai enlisted his
companion, Lazarine Boudrion, and sometimes h&grsi® execute his cartoons. Although
Lazarine and her sister were presumably unpaiBrasce Ranson and Laure Lacombe were,
Ronai did look to hire other needleworkers, butldanly offer the cheapest wag€8. Rénai
may have followed Maillol's lead in tapestry makjigpwever he took a completely opposite
approach to art’s relationship with industry. lliemonstrate that this attitude was as related to
Hungarian nationalism as Maillol’s ethics of haradtwas related to French nationalism.

Rénai, who lived in Paris from 1887-1900, is usp#iated in scholarship as a
Francophilic artist who was not attuned to therggées and concerns of Hungarian art at the turn

of the twentieth century. He is known by Hungasaholars as “Hungary’s Cézanne and

293 Cited and translated into English in Genth@ippl-Rénai,17.

294 Rénai to his father, June 1895: "...I would likeknow for how much Paulina would consider doing th
embroidery. It must be a bargain or else | canha i to them.” Cited in Balogh, “Rippl-Rénai J&s 265, trans.
Zso6fia Tracikievicz.
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Gauguin ...Vuillard, Bonnard ...all in oné® Hungarian art at the fin-de-siécle is often didd
into two tendencies: an internationally orienteg@i{European avant-garde; and a nationalist
movement focused on excavating Magyar origifisRénai is usually held up as the
representative of the former and rarely discussdla context of the search for a distinctly
Hungarian style. The latter tendency is insteadrgptidied by the architect Odon Lechner, the
Godollb weaving workshop, and the Nagybanya colony, whoeahifolk art, peasant life, and
Magyar history and myth for the form and contenthafir works. Representative is Katalin
Gellér’s view that, “in [Rippl-Rénai’s] works onedsn’t find the typical forms that expressed a
consciousness of national identity like in thahisf compatriots. That is, he never painted history
paintings, he didn’t use motifs borrowed from falk. ... He was a lone voice in the history of
Hungarian art?’

Despite this assertion, | argue that ROnai was wargh invested in creating a modern
and distinctly Hungarian style, particularly thrduigis designs for tapestries. Since most of his
tapestries were destroyed in a fire at the 190@mMihternational Exhibition or during World
War 11, their significance has been difficult tesass and the interpretation of Rdnai’s oeuvre has
relied largely on his painting and graphic workkeTiterature that does exist on Rénai’'s
tapestries emphasizes their affinity with the wark#laillol, Maurice Denis, and the Pont-Aven
school. Consequently, it does not adequately razeghe differences that developed over the

course of the 1890s between the “Hungarian Nali’tas French contemporaries—differences

2% Lajos Fiilep, “Rippl-Rénai J6zsefl Haz no. 10 (1910): 223-28. Cited and translated ab&di,J6zsef Rippl-
Roénai 5. Fulep was one of the founding art historighsoreticians, and critics of modern Hungarian art.

2% gee for example Starcky and BeBedapest 1869-19149.

7rdans ses oeuvres on ne retrouve pas les formiEgigs qui expriment la conscience de l'identitéamale chez
ses compatriotes. C’est-a-dire il n’a jamais pdtableaux historiques, il n’a pas utilisé desifs@mprunté a I'art
populaire. ... C'était une voie a part dans I'higale I'art hongrois..." Gellér, “J6szef Rippli-Rai,” 270.
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in palette, motifs, and approach to the issue @ft.ciWhile Ronai did draw from the same pool
of influences and preoccupations as that of hiadfrdriends, a closer examination of his
tapestries shows that he was simultaneously loakiwgrds Hungarian trends, namely the
nationalist interest in Magyar folk art. | willdte how Rdénai increasingly hybridized French
avant-garde and Magyar styles through three offdpisstry projectddealism and Realism,
Azstrik transmitting the crowandWoman in a Red Dress.

Roénai was never disconnected from the Hungariascare during his expatriate years in
Paris. In fact, in 1893 he was already planningéiisrn to Hungary and wrote to Gusztav
Keleti, the director of the Royal Hungarian Ingitdior Drawing, inquiring about a position as an
art professof®® In August of 1894, he visited Transylvania, whichs considered the
exemplary regional source of Hungarian folk art antional identity. During these years, Rénai
began to experiment with designing needlepoint walnlat Lazarine would execute. Their first
work was a small screen depicting a woman’s prafgainst a yellow ground, exhibited at the
1894 Salon du Champ-de-M&rs.Shortly afterwards, Rénai wrote to Keleti, “I'vest finished
a cartoon on a larger scale for a new tapestry, tom’t have the money to complete {* This
tapestry was very likelidealism and Realisnthe first large-scale needlepoint hanging that he
and Lazarine were able to realize (Plates 6628 AVith Idealism and RealispRénai began

formulating his ambitions for his place in the deypenent of modern Hungarian decorative art.

2% Berend, “Rippl-Rénai Jozsef,” 133-34.

29«0On remarquera, parmi les écrans [...] le prodifdmme sur fond jaune de M. Rippl Ronai." Frangdigbault-
Sisson, "Le Salon du Champ de Mars. Les Objets.tlae TempsMay 16, 1894.

30 Berend, “Rippl-Rénai Jozsef,” 135, trans. Juditoil

301 Rénai had designed a tapestry cartoon bdttealism and Realisrntitled, The Birth and Death of Chrisg.
1892; this work, however, was not woven until 19@e Judit Palosi, “Rippl-Rénai Jozsef: Krisztadl&tése és
halala falkarpitjardl,”Ars Hungarica 1 (1984): 79-85.
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Work probably commenced on the tapestry in the senoh1895. In a letter to his
brother Odon dated July 24, 1895, he writes, “Wevaorking intensely on a tapestry which will
be exhibited in Berlin for a month, and then in wiater it will be on display in Pest® At the
annual Christmas exhibition of the Hungarian SEte Art Association (OMKT) in Budapest
in 1895-96, Rénai presented a tapestry about labge ithat Edit Szentesi believes idsalism
and Realisnt® The textile was offered as an example of Ronaigehtechnique and style in an
attempt to garner public support for his work. Wwiss in fact seeking a commission from the
Hungarian government at this time. Budapest walkerthroes of preparation for the 1896
Millennial Exhibition, a commemoration of the thamslth anniversary of the Magyar settlement
of the Carpathian Basin. This exposition was dtaark declaration of Hungarian autonomy
and nationalism. Ever since the Compromise of 18éifich granted Hungary independent
sovereignty under the new dual monarchy systerhefustro-Hungarian empire, Magyar
nationalist sentiment was intensifying. An enormdbsthic Revival Parliament building was
under construction and artists were competingHfergrivilege of decorating its interiors.

In September of 1894, Roénai had already writteBéta Lukacs, Minister of Trade,
proposing that he design a tapestry to hang behmgresidential podium. His letter clearly
states his patriotic intentions:

The millennial exhibition’s main goal is to presé&ath to our country and to the

educated abroad all the progress which has beea mdle fields of industry, economy,

and most of all art and culture, by the HungariandnAs a Hungarian artist, | feel
compelled to contribute to the dissemination of ganan decorative art. With my

392 Balogh, “Rippl-Rénai Jozsef,” 265, trans. Zstfimdikievicz. The embroidery was evidently not flrésl in time
for a Berlin showing as Ronai didn’t exhibit anynkan Berlin in 1895.

393 gzentesi, “Rippl-Roénai Jozsefnek,” 382. The sarme identified as measuring 1.§mwhich doesn't
correspond to the rectangular formatadalism and Realisphowever this work was the only large-scale
needlepoint hanging Rénai is known to have prodadetis time.
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original artwork | would like to serve my countny fulfilling the purpose of the
exhibition: to present the development of Hungasgigtrto the world®*

If indeedldealism and Realisiwas the sample tapestry sent to secure this casionist was
central to Ronai’s nationalistic goals. In hiséetio Lukacs, Ronai also portrayed the technique
used in his tapestries as an innovation that repted the most progressive initiative in
Hungarian decorative aft® It consisted almost entirely of vertical straiglitches of varying
lengths that required little skill to execute. Otihg brown contour threads followed the curves
of the motif, but even then, straight stitches wesed®*® The innovation, one presumes, was in
the simplicity and therefore speed and reprodutylolf the technique. Ronai clearly maintained
a sense of proprietary pride over his techniqug kfter he ceased to design embroideries. In a
letter dated August 26, 1907 to art historian, B&laar, who was working on a monograph on
the artist, he pointed out his “characteristicdluirown contours, which is unique and img
method to fill them entirely with embroidery™

Rénai’s proposal for the Parliament was eventualigcted, however he persisted in
promotingldealism and Realis@s an important work for the modernization of Huragaart.
After the OMKT winter exhibition, Rénai displayellet tapestry at the 1896 Salon du Champ-de-
Mars, where it received favorable mention from $lan art critics. Roger Marx credited

Rénai’s work, along with Ranson'’s, as revitalizthg art of tapestry and Gustave Babin wrote

304 5zentesi, “Rippl-Rénai Jozsefnek," 380, trans. sAResti.

%% n this letter, Rénai actually refers to the soréeat he had exhibited in the spring at the 188érSdu Champ-
de-Mars. However, he used the same techniquieléalism and Realisnwhich must have been made and sent to
show how the technique would work on a larger scale

3% Emese Pasztor and the staff of the Textile anduBues Department, Museum of Applied Arts, Budapest
provided invaluable assistance in analyzing Rortaténique, as evidencedWvioman in éRed Dresshis only
extant large-scale tapestry.

307 Balogh, “Rippl-R6nai Jozsef,” 273, trans. Zsofiadikievicz.
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that the “vibrant color scales of orange-yellow gnelen are infinitely pleasing®® Boosted by
this positive reception in the art capital of therld, Ronai wrote to the Gyula Wlassics, minister
of Culture and Education, and suggested that timéstry purchase his tapestry for the Museum
of Applied Arts in Budapest. Wlassics referred éfffair to the Jet Radisics, director of the
museum, but signaled his support of the purchasepassentative of the latest research being
done in Hungarian decorative &1.Wlassics and Radisics were both major forces émpoting
modern art within Hungary; the latter introduced English Arts & Crafts movement to his
country and was particularly interested in impravihe technical and artistic quality of
Hungarian decorative arts in order to compete witktrian and Czech import&°

In offering ldealism and RealisniRGnai was clearly appealing to Radisics’s missiod
indeed, the museum director saw that the work haghotential to advance the Hungarian textile
industry. In a memorandum to Wlassics dated Mard897, Radisics approved the acquisition
and observed that Rénai “had created a hand-endysaldvall decoration of artistic value in
terms of its design, but substantially cheaper thawven tapestry; for these reasons it is destined
not only to replace it, but chiefly because of ldtéer quality, to oust it completely* For the

museum, Rénai’'s needlepoint hanging provided a irfoda new category of textile mural

30843 M. Paul Ranson encore est due la tapisserieanstitue, avec celle de M. Rippl Ronai, la s¢emeative faite
pour réagir contre les errements d’un art dévoRéder Marx, "Le Salon du Champ-de-MaRgvue
encyclopédiquel38 (April 25, 1896): 283; "M. Rippl-Ronai et'tapisserie pour une chambre’, du méme, avec
leurs vibrantes gammes de jaune d’orangé et dunelaisent infiniment," Gustave Babin, "La SathnChamp-
de-Mars",L'Art décoratif moderng¢June 1896): 140.

39 Balogh, "Les Principes de Joseph Rippl-Rénai," 88

310 For Wiassics, see Clegért, Design, and Architectur®1-83, 129-30; for Radisics, see Gyongi and Joyibag
Golden Age36.

31143 créé une decoration murale brodée & la maimatiir artistique par le dessin, mais sensiblenmesilieur
marché que la tapisserie tissée; pour ces raifeasdestiné non seulement a la remplacer, maisugla cause de
cette derniére qualité, a I'évincer compléteme@itéd and translated into French in Balogh, "Leadfpes de
Joseph Rippl-Rénai," 90.
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decoration that was not mass-produced, but washalsieserved for the elite and could be made
accessible to a broader clientele. Rénai himsa$ vasting about for the correct terminology for
his innovative wall hanging. He asked Radisicbe| his work not as “imitation tapestry, but
as an original embroidered paintin? Interestingly, Rénai here pits imitation agaiosginal,
tapestry against painting in a way that recalls disdrders the debates at the Gobelins. Instead
of trying to free tapestry from mimicking paintingonai proposes a new kind of painting
involving colored threads in place of brushstro&kpigment. We will see in the next section
how Vuillard further inverts this debate by makpaynting out of imitation tapestry.

Roénai enthusiastically dreamed with Radisics obhationizing industrial art in
Hungary, thereby raising its international profile. a letter to the latter received on March 17,
1898, Ronai was bursting with suggestions for “tngga new Hungary”: domestically
producing high quality linen, cotton, and silk; @gsng artistic models for bulk production by
hand; establishing factories run by artists andi&ahby either the government or private
shareholders. He cheekily wrote, “I can say froqpegience that the artist and artisan must be
practically married it is absolutely necessary that they understaicti ether to create a
harmonious and beautiful work.” Ronai paints a Nsan picture of improving workers’ lives
and raising the standard of living by propagatingdjtaste so that “our nation can take its place
among the best*® Notably, Rénai’s vision seems to have been atigmith the French
interpretation of William Morris’s ideas, and nbetutopian socialism espoused by the man

himself. Instead of Morris’s emphasis on the woske/ell-being and antagonism towards

312 hid.
3131bid., 100-02.
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mechanical, industrial production, the Gallic versemphasized the benefits of good taste for
the well-being of the consumer—and thus, the nattand advocated for artists and industry to
work together*** Rénai believed his tapestry could help put Hungaryhe right path,
according to the French model of a top-down trassin of artistic taste.

Idealism and Realismwas exhibited at the inaugural contemporary dener atrts
exhibition at the Museum of Applied Arts, Budapiesthe spring of 1898. The ground-breaking
new building designed by Odén Lechner had recdsgbn completed for the 1896 Millennial
Exhibition (Plates 68-69). Combining the organiaoris of international Art Nouveau with
ornament derived from Hungarian folk art, Lechnelesign established and defined a new
modern Hungarian styf@> By contrast/dealism and Realisis bipartite composition combined
Post-Impressionist nudes at top with a Pont-Avem fecene at bottom. In the self-consciously
nationalistic setting of Lechner's Museum of Appliarts, Ronai’s French avant-garde tapestry
received mixed reviews. Jozsef Mihalik wroteMagyar Iparmivésze{Hungarian Applied
Arts), the official journal of the museum:

exhibited are new works of applied art that JoRippl-Rdnai created under the

influence of the ‘modern’ trend. A larger embroigigtapestry of his, the allegorical

expression ofldealism and Realisynwith its warm colors, its border and the adept

composition of its lower section could be callegel-done work, if the coarsely drawn,
clumsy female figures in the upper section didmat the general impressigh’

3141 am specifically referring to the ideas promobscthe art critic and government official Roger Mawvho was
dubbed the “William Morris of France.” For Marx,es8ilvermanArt Nouveay 219-28 and Blandine Chavane,
Roger Marx, un critique aux cotés de Gallé, Mometdin, Gauguin. . .exh. cat(Nancy: Musée des Beaux-Arts
and Musée de I'école de Nancy, 2006).

315 For a more extensive discussion and analysiseokthseum of Applied Arts, see Rebecca Houze, “Htiaga
Nationalism, Gottfried Semper, and the Budapesteduasof Applied Art,”Studies in the Decorative Art$, no. 2
(Spring-Summer 2009): 7-38.

%1 36zsef Mihalik,. “Az Iparmilvészeti MUzeum tavasemzetkozi kidllitasa,Magyar Iparmivészetl, nos. 6-7
(May 1898): 287, trans. Zs0fia Tracikievicz.
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Clearly,ldealism and Realiswas not as well regarded in Budapest as it w&ais. The
tapestry was evidently too western in style; inkthegarian text of the review, “modern” is
written in English with negative implications. EvBadisics, in approving the acquisition of the
work the year before, expressed his reservatioostats style. In the memo to Wlassics cited
above, he admitted, “I don’t find the forms exempjd deplore the lack of ... grace ... The
work in its entirety is marked by a certain naivibigt is difficult to tell whether it is
intentional.®*’ The crude awkwardness of the nudes, which botlisRadand Mihalik lamented,
undeniably draws from Cézanne’s oeuvre (Plate LRe Cézanne’s bathers, Rénai’s nudes are
depicted in conventional academic poses, but remalated from each other, as if they were
cut-out silhouettes placed against the prosceniuframing treesldealism and Realisras a
whole manifests this disconnected quality, offe@gsual catalogue of avant-garde French
trends, as if to display all that Ronai had learimeBaris: the Nabi interest in decorative arts; th
deliberate coarseness of Post-Impressionist drawhegascination with archaic Breton culture.
Based in Paris and working in the milieu of the IdaRdnai believed he was at the
forefront of the international avant-garde. Pagisiained to him the center of the art world, even
after he returned to Hungary permanently in 1902whote to Béla Lazar in December 1905,
“objet d’art (I'art appliqué) that is serious andrth mentioning exists only in Paris, at the Salon
du Champ-de-Mars; elsewhere, especially in our gyt is nothing more than self-
delusion.®*® It is not surprising then that Rénai’s first s@dut to modernizing Hungarian art

entailed introducing the avant-garde French stgleffect proposing it as a universally modern

317"ie ne trouve pas les formes exemplaires; je dégilomanque [de] ... la grace ... L'oeuvre damsestsemble est
empreinte d’une certaine naiveté dont il est diffide décider si elle est voulu..." Cited and $tated into French
in Prékopa, "Rippl-Rénai artiste décorateur,” indpmoy,J6zsef Rippl-R6nag2n.33.

318 Balogh, “Rippl-R6nai Jozsef,” 273, trans. Zsofiadikievicz.
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style. Yet, his nationalistic goals were clear: tixehnical innovation of his tapestry was intended
to raise the level and reputation of Hungariantarafthe international stage. Janos Gerle has
argued that at the end of the nineteenth centheytdrms “national” and “progressive” were
considered incompatible, contradictory ideas. Tdiemér was equated with the conservative,
provincial, and isolated while the latter was umjosit, cosmopolitan, and derivatiV&’ Ronai
seemed to have been trying to reconcile the twagen his work; in other words, was it
possible to make the progressive nationalisticAdRag] for his part, had his doubts. He worried
that Ronai’s work was too avant-garde French fongduian taste. In the same 1897 memo to
WiIassics, he questioned, "given the tendency of ghge, are the compositions of Rippl-Rdénai
suitable for making the public adopt and like thésv genre of wall decoratior’?® Rénai would
struggle with this question for the rest of hisaimorking in Paris creating embroideries for
Hungary.

When Roénai seritlealism and Realisras a sample tapestry to the 1895-96 winter
OMKT exhibition, he exhibited alongside it threeeparatory drawings for the monumental 6m
by 4m tapestry that he intended to create for #réidnent itself. This would’'ve been Rénai’s
most ambitious work to date. None of these drawsugsive, although a reproduction of one of
them appeared in the 1912 issuéMafgyar Iparmivésze(Plate ?). In his 1894 letter to Luk&cs,
he stated that he wished to “portray certain ontiteg moments from our civilization’s

history.”?* The subject he chose, Bishop Asztrik handing tivercrown sent by the pope to

319 Gerle, "What is Vernacular?,” 145-46.

320 gtant donnée la tendance de leur style, les csitipos de Rippl-Rénai sont-elles propres a faitepder et
aimer par le public ce nouveau genre de décoratiorale?" Cited and translated into French in Baldghs
Principes de Joseph Rippl-Roénai," 92.

321 5zentesi, “Rippl-Ronai Jézsefnek," 380, trans. &AReSsti.
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King Stephen I, is one of the founding legendsheftiungarian nation. Taken from Bishop
Hartvic’s Life of St. Stephethe story recounts how Stephen Christianized Hyngad was
coronated as its first Christian king in 1000 AheTking had sent Asztrik to Rome to obtain
papal benediction of his newly created bishopritd RBope Sylvester Il responded by sending a
crown and cross to declare Stephen an apostoéc. ilthough this story is contested—it was
Hartvic’'s addition and did not appear in the presidives of St. Stephen—it became critical to
Hungary’s identity as an autonomous nation fronini¢gption, as ratified by Western Europe.
It was thus a fitting subject for the decoratioriteg Hungarian Parliament and the unabashed
nationalism of the Millennial Exhibition. In desigpg his tapestry, Rénai seemed to be
responding to the Hungarian government’s origimadative for the Parliament to be “the
monument of the thousand-year-old life of this oxin this place,” a representative of “the
connection, the continuation between past and pt&&&

If Idealism and Realismas completely French in style, wilzstrikRonai began to
incorporate Hungarian elements, and not just thegtigvnationalistic subject matter. Rdénai’'s
Asztrikhas received very little scholarly attention, gitbat it was an unrealized project with no
extant original sketches; however it is key to ustéding Rénai’'s ambitions for tapestry.
Besides Szentesi’s article, which lays out the dutation of the proposal and its rejection,
only Agnes Prékopa has commented on the work. ieradl impression is one of bafflement:
she finds the composition overcrowded, the costwstrasge, and certain details out of

proportion: the cleric’s hands in prayer at Idfe hobleman’s sword at right, and the cross on

322| 47516, “Holy Crown,” 426.
32 From a speech given by Arnold Ipolyi in the uppeuse of Parliament on May 15, 1884. Cited in Kigser
“Téablakép és épitészeti dekoracid," 582, transteEsEmko.
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the tree at right** Prékopa’s reaction is understandable as the wokigh it draws from the
primitivist Pont-Aven aesthetic, doesn’t quiteifito that school; nor does it correspond to
anything that was being made by a Hungarian atigte time. However, if we try to
understand\sztrikas an attempt to combine French avant-garde andatian trends, the work
becomes less perplexing. Its dense compositigaertaawing, and the peculiar garb of the
figures can be contextualized within the Nabi medliist interest in tapestry as well as the
Hungarian interest in Magyar history and folk art.

Millefleurs and other medieval tapestries were apiated by the Nabis for their all-over
surface decoration, among other characteristias pait of the composition was to remain empty
because tapestry was meant to ornament a two-diomahsvall and keep the viewer’s eye
circulating across the entire surface. Rénai'esaiy adheres to these Nabi design principles;
the composition is filled with figures, foliage,caemblematic, narrative details. The short,
rhythmic strokes that mark the trees and grassaetthe surface, and perhaps refer to both the
texture of the vegetation as well as the stitchaswould fashion them. Furthermore, the dense
layering of hieratic figures punctuated by vertittak trunks is a compositional device
characteristic of medieval tapestry sets suchaStiry of Saint Stephdfenture de saint
Etienngd, acquired by the Cluny in 1880 (Plate 72). Thdous milestones of Saint Stephen’s
life are marked off and structured through vertelaiments like columns, ship masts, and trees,
which also function as a form of crowd control fbe densely populated scenes.

Rénai’'s medievalism, however, was not just derifrech the Nabis. Hungary witnessed

its own medieval revival in the late nineteenthtaeyn The Parliament building, designed by

324 prékopa, "Rippl-R6nai artiste décorateur,” in Delay,J6zsef Rippl-R6nag6.
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Imre Steindl in 1885, is exemplary of the Neo-Gottiyle in architecture (Plate 73). Asin
England and France, the Gothic style in Hunganabecassociated with national identity and a
golden age of history and spirituality. The GotRievival Parliament building specifically
recalled the reign of Matthias Corvinus (r. 1458;9tho was viewed as an enlightened, just
ruler who consolidated the nation and patronizedaitis and educatiof> Steindl himself
declared that “this brilliant style of the Middlegas perfectly represents the connection between
the material and the spiritual world2® More importantly for our purposes, this medievalis
also manifested itself in archeological missioHisstoric preservationists became intensely
preoccupied with recovering medieval frescoes irches in northern Hungary, particularly the
northeastern region of Transylvania (Plate *4Yhousands of drawings and photographs were
made, collected, and published in journals sudiiagészi Ipar(Artistic Industry), the precursor
to Magyar Iparmivészet

Medieval frescoes provide a point of comparisonRénai’'sAsztrik. The naiveté and
insistent linearity of the drawing, the awkward podions of figures, and the outsized motifs
that bothered Prékopa could be an attempt to caphersimple expressivity of medieval
Transylvanian frescoes. The disjunctive propodiamre not a sign of ineptitude, but rather
served the purpose of emphasizing decorative harmod/or narrative clarity over illusionism.
For example, the cleric facing the viewer at lefsgesses disproportionately large hands in
prayer that are vertically aligned with the buttamshis robe. He acts as a double for the figure

of the king on the throne at right, and his conspis hands draw attention to King Stephen’s

325 Houze, “Hungarian Nationalism,” 18.
326 Keseti, “Tablakép és épitészeti dekoracio," 583, traszt@ Timké.
327 Fejss, Jozsef Huszkahap. 2.
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similar gesture of prayer. The king’s hands anttidms, moreover, act as trail leading to and
accentuating the otherwise unobtrusive holy crawa center of the entire narrative.

The curiously voluminous and conical robes thatietates and noblemen wear possibly
reference another preoccupation of Hungarian nalists—folk art. They resemble a
combination of two different items of male peasaathing: the suba, a sleeveless sheepskin
cloak that was like a round cape; and the cifigsz more rectangular shaped woolen coat with
sleeves (Plate 75). The cifrésazvas depicted on folk objects as a two-tiered-$fiehped
silhouette (Plate 76). The ample robes of Aszrnll his entourage echo the bell shape of the
suba and the cifrageas represented in folk art. Furthermore, the leépef Rénai’s figures
correspond to the tiered depiction of the ciftetszsleeves, as well as the densely embroidered
shoulder section of the suba. Both types of owgarnwere worn by Magyar shepherds, but the
cifras4ir in particular became a symbol of political resigte over the course of the nineteenth
century. Hungarian urban intellectuals who adveddbr autonomy from the Habsburgs during
the second half of the nineteenth century would these colorfully embroidered coats to
indicate their political leaning&®

With AzstrikRonai attempted to design a nationalistic yet msgive tapestry. He chose
to depict a foundational moment in Magyar histtmglying Katalin Gellér’s statement cited
above, and possibly incorporated nationalisticrezfees to Hungarian folk art and medieval
frescoes. He also, however, drew from his Frenemtagarde aesthetic, which would have

encouraged him to seek out the expressive naivgiénaitivist art in the first place. This

328 Houze, “Hungarian Nationalism,” 15. The sale dfasi4irs and the profits of master tailors peaked between
1870 and 1890. See Hofer and Félingarian Folk Art 36-37.
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hybridization of the Parisian and the Hungarianasfound in his contemporaneous paintings.
Unlike Ranson, Rénai conceived of his tapestries m&dium separate in purpose and aesthetic
from other forms of mural decoration. His painsngere made largely for a Parisian audience
while his tapestries were conceived for Budap@sie latter reveal his clear interest in
developing a distinctive Hungarian style that wopitdject his native country’s heritage as well
as its modernity to the international community.

The Parliament’'s Executive Board, however, diduraterstand Rénai’s work. The style
of Rénai’s proposed tapestry was deemed inappitedioa the setting. A subcommittee of the
Executive Board did not believe it would “suit thecustomed artistic taste in every sen$gA
comparison between a work that was actually comarissl by the Executive Board and Rénai’s
rejected proposal reveals the distance betweetialffiungarian art and Ronai’s vision for
Hungarian modernism. Mihaly Munkacsy, Ronai’s teachihen he first moved to Paris and
Hungary’s most celebrated living painter, execu@@mquesin 1893 to decorate the Deputy
Council Chamber (Plate 77).is a grandiose history painting depicting thptoae of the
Carpathian Basin in 896 by Arpad, leader of the dduiian tribes. The academically drawn,
monumental composition in the traditional mediunoibfpaint is representative of the dramatic
realism favored by mainstream taste. Ronai’s whylkgontrast, exhibited the same crudeness of
drawing that was so ill received lidealism and Realis@nd in the format of an unsophisticated
needlepoint hanging. Ronai’s unconventional prapass an attempt to modernize Hungarian
history painting, to replace a moribund traditidrpainting so stalwartly represented by

Munké&csy with the modernist medium of tapestrythAligh Ronai’s interpretation of the holy

329 5zentesi, “Rippl-Ronai Jézsefnek," 382, trans. &AReSsti.
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crown donation was never realized, the Upper Hofiskee Parliament did end up including a
ceiling painting by the academic artist Zsigmongddaof Bishop Asztrik handing King Stephen
his crown.

Ronai’s last attempt at tapestry finally realizésiflasion of French avant-garde and
Hungarian folk art. EntitledVoman in a Red Drest was made for a private, domestic setting
and was therefore not subject to the scrutiny gmilaval of government officials (Plate 78).
Count Tivadar Andrassy, a member of one of Hungamost prominent families and an
aristocrat with unusually progressive taste, corsioied Ronai to design the entire dining room
of his new palace in Budapest in 189%oman in a Red Dresgas therefore conceived as part of
a total ensembile including furniture, glasswareaecs, stained glass, and other embroideries,
such as a folding screen, overdoor, and friezas Alt NouveauGesamtkunstwenkas bound
together by the leitmotif of stylized flowers anas&ract vegetal forms. The tapestry was placed
over the mantle, under a floral frieze and staiglags ceiling, and across from a stained glass
window depicting the rose bushes on Andrassy’s tguastate. The room thus became a kind of
hortus conclusus, or enclosed garden for the guhegfman in red>® Such a reference
connects the tapestry to medieval Marian iconograpécularized in works like the thirteenth-
century French courtly poeRoman de la Rosas well as to millefleurs tapestry like thady
and the Unicorr(Plate 79). Reminiscent of the latter, thereferee in the background of
Woman in a Red Dresshich makes Rénai’s tapestry itself a hortus cosied an enclosed

garden within an enclosed garden.

30K atalin KeseriiJ6zsef Rippl-RéngBerlin: Henschelverlag, 1983); Delanndgzsef Rippl-RénaR32.
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Woman in a Red Dress often discussed as derivative of Maillol's memikst tapestry,
The Enchanted Garddilate 45). Both embroideries feature the femaglaré enveloped in the
dense foliage of a garden and Rénai’s female figginoticeably similar to the left-hand
foreground figure in Maillol's work. Both are seenprofile and from the back; both wear long
dresses belted at the waist with ruffles at theukley line; and both hold their left elbow bent.
While it is clear that Ronai’s work operates witliire context of Nabi medievalism like
Maillol’s, the dissimilarities betweewoman in a Red DressxdThe Enchanted Gardedre as
striking as the similarities. Ronai and Maillol ployed vastly different techniques, materials,
and colors in accordance with their different gdatsheir wall hangings.

The Enchanted Garden palette is earthier and more subdued thaman in a Red
Dress,a quality that Maillol prized as an indicator of lairtisanal authenticity. His natural dyes
and handspun threads unequivocally upheld the Mablievalist ethos of pre-industrial
production. The Enchanted Garddieatures a variety of stitches, including couchangd
straight stitches that are all about 1cm long bignded in different directions to follow the
motif. These stitching techniques, along with tke of metallic thread, give the work much
more varied textures and surface effects WWaman in a Red DresBor example, the details of
the necklines on the backs of the foreground figumd he Enchanted Gardeare executed in
gold thread and they stand out in rich relief a/tbatch the light. By contrast, ROnai’s tapestry
is executed using only straight stitches, as preshomentioned. Except for the curved contour
lines, the stitches are all vertically oriented anel therefore of varying lengths. The effect is
one of a colored-in drawing. Furthermovépman in a Red Dress made with commercially

bought, synthetically dyed thread. Of course, asaw withGirls in a Park one could
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purchase wools in the marketplace to evoke theeditesthetic. Rénai’s intensely bright palette
and simplified technique, then, suggest that hewa@ging with a divergent paradigm, which |
believe to be Hungarian folk embroidery.
Beginning in the 1870s, the textiles of the Matgdple from Me#kovesd, a town west
of Transylvania, became the focus of national &atterfor their distinctive coloring and
compositior>* Up until the 1860s, Maty6 embroidery featuredcsliyisymmetrical floral
designs in red and blue (Plate 80). However, withrevival of folk art and the industrial
revolution, production began to change. Ready-msy#hetically dyed thread replaced
homespun, naturally dyed thread and yellow andrgwesre introduced to a palette that was
keyed to the brighter and brighter hues availabth artificial colorants (Plate 81). A novel
approach to folk art developed that stressed déeenavention, as opposed to the continuation
of long-established patterns, in order to addresew, wider market for these goods among
urban intellectuals. Compositions thus became rireeeand flexible and individual motifs
could be independently used, extracted, and cordlimereate fresh and pleasing patterns. The
emphasis was on the total surface decoration,athifirough rhythmic changes of color. Maty6
embroidery usually used only one kind of stitcthei chain stitch or satin stitch, allowing for
more rapid production and keeping the focus onrcaral pattern rather than the needlework.
Likewise,Woman in a Red Dressnphasizes flamboyantly vibrant color distributed
throughout the tapestry. These candy-bright hues ha pretensions of being derived from

madder or weld. The commercial facture of the yamd synthetic artificiality of their colors are

1 The following discussion is based on Hofer and Rehgarian Folk Art 39, 50-51; Marta Fiigedi, “The
Discovery of Matyé Folk Art,’Hungarian Heritage 1, nos. 1-2 (Spring/Autumn 2000): 9-18; and cos&tgon with
Ménika Lackner and Hajnalka Fulép, Curators, Texfllepartment, Museum of Ethnography, Budapest,| &fri
2012.
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all the more apparent in comparison to Mailloltsefiy handspun wool and homemade, muted
natural dyes. Roénai’s unusual palette becomes exea striking when compared to his
painting. His woman in red is based not only onIMBs female figure inThe Enchanted
Garden but also on a painting that he executed in 18@2ng Woman with a Rog&une
femme a la rogg(Plate 82).

The most striking difference between the painting the tapestry is the use of color.
Ronai’s palette for his tapestry was completelyasige of that for his paintings, a difference that
scholars have not sought to investigate. The pagns done practically in grisaille, with only the
woman'’s red hair adding a spot of color to the waitke style is typical of Ronai in the early
1890s. Before he became the “Hungarian Nabi,” Ra@ai greatly influenced by the work of
Eugéne Carriére and James McNeill Whistler. Heteteaiispy monochrome paintings in which
the drawing of the figure is seen clearly throudayer of oil paint so thin that it resembles a
transparent watercolor wash. In his memoirs, Réaanects this diaphanous mode of painting
with his French milieu. He lived in Neuilly at thiene, a quiet, residential neighborhood just
outside the northwest border of Paris proper. Haipally described, “All is without color here,
almost desolate: the calm gestures of men, thedalpament of nature, the cold, winter fog ... .

In fact, the ‘sketch’ done in charcoal on the grapvas is so close to the actual appearance that
a few touches of color ... sufficed to render theipalarities of this atmospheré* If delicate

grayness was associated with painting in Parisiithef vivid, opaque colors that make up

332 Translation into French of excerpts fr@ippl-Ronai JozsefmlékezésdBudapest: Nyugat kiadasa, 1911) from
typed manuscript in Rippl-Roénai files, MMD.
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Woman in a Red Dregmints to an alternate model. | attribute the ¢eaim palette to a
conscious referencing of Matyé embroidéty.

In adapting the composition of the painting to tdggestry, Rdnai not only altered the
palette, but also deliberately exchanged the re&elty the female figure for a tulip. This
seemingly insignificant detail changes the iconpgralandscape of the composition. Tulips are
a common and particularly symbolic motif in poputarngarian art and culture, which is not the
case in Nabi medievalism, French tapestry, nordfrenass culturé>* They are a characteristic
motif of Transylvanian painted furniture and foundviatyé embroidery. In fact, one of Ronai’s
few Hungarian colleagues in Paris, Istvdn Csokeeteal a Fauvist painting whose central
subject was a Transylvanian dowry chest ornamenttdcolorful tulips3*® This work
represents Csok’s own attempt to visualize a modedndistinctly Magyar style. Tulips became
politicized symbols of Hungarian identity in therlgawentieth century. In 1906, when
Hungarian nationalists began boycotting Austriandgoto protest Austria’s economic power

over Hungary, they adopted the tulip as their syinabd were dubbed the tulip movemé&tt.

333 Rénai would later feature Matyé embroidery in mafyis interior paintings after he returned to iary. See
for example When one lives on one’s memoyi&€804, Hungarian National Gallery, inv. 3296.

334 Alain Corbin mentions that in nineteenth-centurgrich bourgeois culture, women were metaphorically
associated with roses, violets, and lilies; thelfivated these flowers in their winter gardens aoddoirs; and they
ornamented and scented themselves with jasmires-bif-the-valley, roses, orange blossoms, butdvemnmentions
tulips. Le miasme et la jonquille: 'odorat et I'imaginaismcial XVIII-XIX siéclegParis: Aubier Montaigne, 1982),
215-16, 218, 226. Furthermore, tulips do not cambng the checklist of over 100 plants identifie¢the Unicorn
Tapestries at the Metropolitan Museum of Art, ohthe greatest millefleurs tapestry sets extang. Sgolph S.
Cavallo, edThe Unicorn Tapestries at the Metropolitan MuseudrAm (New York: Metropolitan Museum of Art,
1998), Appendix I, 111-17.

335 |stvan CsokChest with Tulips1910, Hungarian National Gallery, inv. 62.45 T.

33 David Crowley, “Budapest: International Metropadisd National Capital,” in Paul Greenhalgh (edr),
Nouveau: 189681914exh. cat. (London Victoria & Albert Museum, 2008R1. See also the political cartoon
reproduced in Eva R. Bajkay, e@eit des Aufbruchs: Budapest und Wien zwischemiistus und Avantgarde
exh .cat. (Vienna: Kunsthistorisches Museum, 20283, Plate 3.
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Hungarian folk ornament became widely known lardbhpugh the efforts of J6zsef
Huszka, a drawing teacher turned amateur ethnograpo traveled around northern and
southeastern Hungary collecting samples and makiagings of peasant art (Plates 74, 83). He
published the enormously influentidlagyar diszi styl(Hungarian Decorative Style) in 1885
andMagyar ornamentik§Hungarian Ornament) in 1896. These became feecrece books for
Hungarian artists, architects, and designers isteden folk art, including Lechner, the father of
Hungarian Art Nouveau and architect of the MusedirApplied Arts, Budapest. Featuring
images of isolated motifs and patterns ready tifteel and copied into other media, Huszka’s
publications were analogous to Owen Jon€&a@mmar of Ornamer(tL856) for the design
reform movement in England. Moreover, in separatimggmotif from its medium and context,
Huszka effectively freed it to become a floatingngiier of national identity.

Ronai’s exposure to Hungarian folk art was likélgough Huszka’s work, however he
didn’t simply cut and paste designs from Huszkaisreebooks. His borrowings were more
subtle. In the case ®oman in a Red Dreske extracted the tulip moti—though not its folk
idiom—Ileaving the flower itself to signal Magyareiatity. He not only replaced the rose of
Young Woman with a Rogéth a tulip in the Andrassy tapestry, but he dided the tapestry’s
border with this Hungarian flower, which servetophasize the significant substitution.
Furthermore, the coloration of the tulips in thed®s is rather idiosyncratic in comparison to
western European tapestries. Random blue andayaligs are placed among the otherwise
uniform bunches of orange tulips in the top anddyotborders and the side borders present a
rainbow of multicolored leaves and patches. Thiglis examples of Matyé embroidery in

which, for example, blue and purple petals are stesyatically inserted in bands of red and pink
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flowers and colors are divorced from a represergdtinction in favor of creating rhythmic
patterns (Plate 83). Rdénai, perhaps taking amm folk art, emphasized visual delight and
invention within a program of decorative harmongt the craft process. His tapestry was
therefore not simply derivative of Maillol's. Tholglose friends, they developed very different
philosophies based on their diverging purposesi@ar textile wall hangings.

AlthoughWoman in a Red Dresgas a one-off piece created for an elite Hungarian
patron, it was fabricated in the spirit of the Ergmbitions that Rénai had for both his
contribution to Hungarian decorative art and Hugtgaplace on the international stage as an
economic and cultural force. According to Ronaidlassy also shared these goals. In a letter to
Radisics dated March 9, 1898, Rénai wrote of AnglradNo one knows better than me his
competence, his zeal and his patriotic Hungariafirfgs towards our industry and our att’”
Woman in a Red Dregsn thus be understood as part of a collaborataonalistic experiment
on the part of the artist and patron. Andrassysngj room, the first Art Nouveau interior in
Hungary, was an attempt to spur the modernizatidtumgarian art industry and to project the
country’s internationalism as an expression ofveapiride.

Nonetheless, Ronai and Andrassy'’s nationalistidsgware largely lost on the Hungarian
audienceWoman in a Red Dresset with a lukewarm reception in Budapest. Reviepiire
1899 winter exhibition at the Museum of Applied @vthere it was on view, J0zsef Diner-Dénes

deemed the tapestry “interesting” and observedadblar provided “the main impact® At

337 Cited and translated into French in Balogh, “Leisé¢ipes de Joseph Rippl-Rénai,” 98.
338 J6zsef Diner-Dénes. "A Magyar Iparmiivészeti téatskaracsonyi kiallitasaMagyar Iparmivésze(1899): 14,
trans. Zsofia Tracikievicz.
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Ronai’s retrospective exhibition the year aftereglkbibited the entire Andrassy dining room,
which was condemned by Mikl6s R6zsa in a scathéngev:
The dining room of Count Andrassy is a true mastegof decorative art. ... But let no
one seek among it Hungarian things. The beatirtgeoheart of our nation, which is
chaste, innocent, simple, can never be understpadasyche like that of Rippl-Rénai, of
a totally western indolence, tending almost to pesity ... All that is modern, we accept
gladly, but only within the limits of the healtfy’
As usual, despite Ronai’s efforts to incorporategla references in his art, his Hungarian
audience continued to read his work as completeisteyn. In fact, Andrassy’s family
nicknamed the woman in red the “Botticelli lady.’Ulkh like Ranson’s female figures 3pring
Roénai’s Primavera-like woman featured a long, didcglhouette that was more in line with
Aesthetic Movement ideals and dress reform thah thi¢ beribboned and festooned costume of
Matyé peasant women, for exampf@. Additionally, the woman in red is capped by chast
tree leaves, a favorite motif of the Nabis and fbimthe decorative panels and stained glass
designs of Vuillard and Ker-Xavier Roussel. Nevel#iss, Ronai did seek to distinguish himself
from his French colleagues and create a hybrie $hdt could be progressive yet nationalistic.

Ultimately, to Hungarian eyes, Rénai’s work lookesty French; however, from the perspective

of French art, Rénai was pointedly marking hisetfiice.

3394 a salle & manger du comte Andrassy est un \#etehef-d’'oeuvre des arts décoratifs. ... Mais peisonne ne
cherche parmi les choses hongroises. Le battesherteur de ce pays qui est le nétre, chaste, @mipsimple, ne
peut étre compris par un psychisme tel celui d@RRbHnai, d’'une mollesse toute occidentale et tahgeesque a la
perversité. ... Tout ce qui est moderne, nous €atans volontiers, mais seulement dans les linditesain." Miklos
RézsaHazank December 23, 1900. Cited and translated intodfrémBernath, Maria, edRippl Rénaiexh. cat.
(Musée des beaux-arts André Malraux, Le Havre, },988

%0 For the influence of Aesthetic dress on the Nat®s, Srivastava, “Fashioning the Decorative Bodiap. 2.
Srivastava compares Aesthetic dress to the hawi@llpractice of acclimatization and thus, womeroslies to
pliant plants. She argues that the trellis wagaent symbol of fin-de-siécle French femininity'that it forced
female bodies to adapt curving postures accordintg framework (106). Interestingly, Ronai expéaihat analogy
with his inclusion of the rectilinear fence on wiithe woman leans. It not only creates the imjwassf a hortus
conclusus, but it also acts as a trellis to the aarmum-flower, supporting her gently arched posagé does the
ivy growing around the post under her hand.
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The format of large-scale needlepoint hangings seldimbe a perfect vehicle for
Ronai’s hybrid style as it combined the Nabi ingtiia tapestry with the Hungarian interest in
folk embroidery. Unfortunately, Ronai ceased tatedextiles after he moved back to Hungary
permanently in 1902. Although his memoirs and tettgtest to his pride and interest in these
works, the continued lack of comprehension of hist intentions was too discouraging. He
confessed in his memoirs in 1911, “I no longer semkact with Hungarian applied arts circles.
It seems impossible to swim against the currergnefa whole series of projects that | have
worked on and of which | am convinced could be wistef Hungarian applied arts has
accumulated within me over the yeat$-"The burning of three of his textiles in the 19ifan
Exposition, includindgdealism and Realisnprobably also contributed to his sense of
disillusionment and weariness. He wrote to hisngmr brother Odon of that tapestry in
particular, “The loss is immeasurable...| don’t bedig¢hat | can create another one in this
lifetime. Poor Lazarine worked so hard embroidgitn .night and day*? Although from his
paintings, scholars have judged him to be soldtyamcophilic, cosmopolitan artist, during his
Parisian years, he sustained an interest in thessscing Hungarian art. Through his tapestries
designed in Paris but meant for Budapest, Ronaarated to contribute to the fervent search

for a modern Magyar art.

%1"Je n'ai plus recherché le contact avec les nxiliarts appliqués hongrois. Il me semblait impalssile nager
contre le courant, méme si toute une série de fgrejgrémement travaillés dont j'étais persuadésggduvaient
étre utiles aux arts appliqués hongrois s'accuenmlaoi au cours des années." Cited and translatedriench in
Agnes Prékopa, “Amitiés d’artistes et relationsstige. Remarques sur I'activité de Rippl-Ronai diengomaine
des arts décoratifsArs Decorativa,18 (1999) : 104n.5.

342 R6énai to Odon, August 15, 1906, cited in PaloRippl-Rénai J6zsef,” 81, trans. Anna Pesti.
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Part Il Conclusion

The concept of the Nabi brotherhood has often sder@blematic to scholars because
of their total lack of stylistic, philosophical, even political unity. The Nabis have therefore
been difficult to categorize; one scholar has esgggested that we think of the term “Nabi” as a
last name or family name, taking the notion of beshood literally*** If we think of the
formation of the group as a desire for economicraodal support, as well as a shared
commitment to the decorative, their heterogenetigomes more admissible. Maillol, Ranson,
and Rénai were all interested in tapestry as aqod#atly emblematic form of modern art. It
combined the utilitarian with the artistic, serviag both wall insulation and wall decoration,
with its formal exigencies of flat, decorative arggaments of line and color. It was an extremely
labor-intensive craft that required collaborativerky which made it both a mark of artistic
authenticity and a natural link with art industrifapestry offered a mode of artistic work that
was work, that felt useful, that could possiblysbe&ay to earn a living while maintaining artistic
integrity, while cultivating creative expressioNaillol, Ranson, and Rénai’s diversity of
approaches shows not only how elastic the brotlerfas, but also how the medium of
tapestry could hold so many aspirations.

Tapestry allowed Maillol to create art from natuRanson to work communally, and
Rénai to express Hungarian nationalism in an &éky advanced format. For Maillol, the

arduous process of naturally dyeing and plying wea$ an expression of French nationalism in

33 Fleur Roos Rosa de Carvalho, “Nabis or not Nalie Question of Henri Gabriel Ibels,” paper presdrit
Redefining European Symbolism, ¢.1880-1910: Confegeon the Nabis, October 28, 2011, Amsterdam
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its revival of craft traditions, a notion that wast of place in the Hungarian nationalist context.
Maillol's medievalism eschewed industry and comnanaability. His ethics of art making

was a reflection of a perceived incompatibilityveeén art and industry, in direct contrast with
Rénai’s goals of jumpstarting Hungary’s art industNevertheless, the contrast between Maillol
and Ronai is less one of differing goals than défifid manifestations of the same goal. While
Maillol successfully articulated French nationalifimough his tapestry making, Rénai could be
said to have failed in his attempt. His natiortadentiment remained illegible to his Hungarian
audience.

Ranson instead saw tapestry as a vehicle for cobion, for group art projects that
would decorate the homes of a small coterie ohtteeand associates. Like the bibliophile
societies, this group would ideally include botliexors and creators, the two roles preferably
united in the same individual. Ranson’s privatd emimate ideal contrasted with the public
platforms that Maillol and Rénai desired—officialcognition by the French and Hungarian
government respectively. All three Nabis, howewdrmately upheld the notion of gendered
labor in their collaborative works. Although Ransand Ronai seemed to have respected their
collaborators more than Maillol, the needleworkhddir wives and friends works to unravel the
very notion of the Nabi brotherhood. Do these fliencampatriots function the way female
members of bibliophile societies did, as honoraweptions? Or do they inject the notion of
sisterhood into the group? Tapestry, perhapsederyloosen the concept of brotherhood in one
sense as it tightened those familial bonds in aratbnse. Regardless, the Nabis found their
strength in their diversity and supported eachrothéheir various pursuits to transform wool

threads into meaningful mural decoration.
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) PART III.
Faire tapisserie Edouard Vuillard’'s Tapestry Aesthetic

Unlike his fellow Nabis Aristide Maillol, Paul Rams, and J6zsef Rippl-Rénai, Edouard
Vuillard took a purely conceptual approach to tégyesHe was not interested in designing
modern tapestry per se; rather, he looked to theiumeas a paradigm for reimagining painting.
Reversing and then subverting the debate of medpanificity at the Gobelins, Vuillard
modernized painting by “imitating” tapestry. TheiWard literature often refers to the artist’s
so-called tapestry aesthetic. Scholars have dkfime as his mottled brush strokes and matte
surfaces, which recall the texture of woven wonot ais flattened perspective, all-over
patterning, and lack of modeling, which harken backranco-Flemish medieval tapestf). |
contend, however, that Vuillard’'s engagement watbestry was more profound and far-reaching
than these borrowed aspects of composition andcidffects. This section investigates two of
his decorative commissions from the 1890se Albun(1895) andnterior with Figures(1896),
to demonstrate how Vuillard incorporated the mat#yi, technique, decorative function, and
perceptual experience of tapestry into these npaltiel suites in an attempt to define a new
modernist painting. His tapestry aesthetic wagusita mimicking of style and texture, but
rather encompassed a new conception of art’s oelstip to the viewer, of art’s role in society,

and of art as an expression of modernism.

344 See for example Grooridouard Vuillard Painter-Decorator93; Kimberly Jones in Cogeva&tdouard
Vuillard, 197.
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Early Exposure, First Encounters: Vuillard, the Fedes Gobelins, and the Musée de Cluny
Before analyzing Vuillard’s tapestry aesthetic, wast examine why and how Vuillard’'s
attention was drawn to tapestry in the first pladecommonly overlooked aspect of Vuillard’s
artistic training is his attendance of the everdrgwing classes at the Ecole des Gobéfths.
The seeds of his interest in tapestry, however, lneag this detail of his early biography. Fresh
out of high school and intending to continue higlgts at the military academy, Vuillard had an
abrupt change of heart in November of 1885. Hedaelcto follow his best friend, Ker-Xavier
Roussel who was studying with the academic pabDiegene Ulysse Napoléon Maillart.
Maillart was not only a recipient of the prestigsddome Prize of the French Academy, but like
Maillol's teacher Jean-Paul Laurens, he was aldedacated official at the state tapestry
manufactory. Maillart served as the Inspector airk® of Art (nspecteur des travaux d’grat
the Gobelins from 1873-1877 and he taught drawirmpth the Upper Schoachielier du cours
supérieuj and the Drawing Academwpdadémie de desginf the Ecole des Gobelins beginning
in 18713
The Drawing Academy was, until 1887, free and dpeoutside students who were not
following the full tapestry apprenticeship prograime students in the latter category trained at
the Upper School. The Drawing Academy preparestitdents for entrance to the Upper School

as well as for the entrance exam at the Ecole @asBArts; the latter was probably Vuillard’s

345 Russell Edouard Vuillard, 1868-1940,3), Thomson\(uillard, 10), and GroomHdouard Vuillard,6) all
mention in passing that Vuillard attended eveniiagses at the Ecole des Gobelins. In the registsyudents for
the Drawing Academy during the 1885-86 winter sassieginning November 2, Roussel and another diesal,
Charles Cottet, are listed under “Eléves du deholgifortunately, Vuillard is not listed, which mag a result of
his last minute decision to attend these classegisRe d'admissions aux écoles de dessin et teit883-1922,
MN G.74.

346 CalmettesEtat général des tapisseried; Maillart to Jules Guiffrey June 20, 1895, MBOB box 67.
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motivation for attending. The program of the DnagviAcademy officially consisted of
alternating weeks of drawing after plaster castsfesm a live male model. Nevertheless,
Maillart’'s duties at the Upper school in the momand the Drawing Academy in the evening,
must have resulted in some points of overlap @ratange in the instruction of the two classes.
The Upper School followed a rigorous curriculumttéaphasized studying architectural
ornament, plants and flowers from nature, as wetiapying ancient tapestries in watercdfor.
In a page of his sketchbook from November 1888|lafui’'s close attention to the different
species of trees in Parisian parks and to a rodetbeced from its architectural structure may be
a vestigial habit from Maillart’s instruction (Pé&a84)3*®

Maillart had of course designed a tapestry forGlabelins,Penelope at Her LooifPlate
3). As I discussed in Chapter 1, this self-reflexivork was a tapestry about the making of
tapestry, and an attempt to unite Gobelins and I8sne weavingPenelopevas not only an
experiment in technique, however; it was also gri@ation of texture. The nubbly main field

of tapestry weave juxtaposed against the softiqulelers creates a palpable contrast that

addresses the viewer’s sense of touch. Vuillditssexperience of formal artistic training was

347 Information about the schedule and curriculunhatEcole des Gobelins from Mun&apport sules
tapisseries21-23 and MN GOB box 67.

348 vuillard seemed to have never forgotten Maillaiistruction. On November 16, 1909, he recordsisrjournal,
"matinée avec Kerr pas beaucoup d'animation. séuglerMaillard [ic]. me distrait me rappelle préoccupation de
jeunesse."; and on May 9, 1910, "vais au Salon @kaEfysées. mornes réflexions. Maillart." Vuillasgournal,
Ms 5397, Bibilothéque de I'Institut de France. Nard’s surviving sketchbooks and journals arekalbt in the
Bibliothéque de I'Institut de France, Ms 5396-9%arious scholars have transcribed various portafribese
notebooks (Eastomptimate Interiors Groom,Edouard Vuillard Georges, “Symbolisme et décor”; Court,
“Vuillard: les années de jeunesse”; Girard, “Lerdalid’Edouard Vuillard”; and Alexandre, “Edouardilfard.
Carnets intimes”) and | have relied on them in my@ttempts to decipher Vuillard’s infamously ilielg
handwriting. Where there is disagreement, | harapgared the various transcriptions to the origdtmument and
chosen the one that seems the most accurate.
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therefore with a teacher intimately acquainted watbestry as an artistic medium and at an
institution geared towards tapestry weavérs.

As his first art school, the Ecole des Gobelinshoate discounted. Scholars tend to
begin the narrative of Vuillard’s genesis as arsavtith the Académie Julian. While this
independent art academy was certainly the birtleptdche Nabi brotherhood, Vuillard’'s
beginnings as an artist pre-date his attendance.tiadeed, | would argue that the Ecole des
Gobelins provided him with a foundational awarer@she decorative, which would become
the focus of his career as a mature artist. Mopbrtantly, it planted the seed that would later
grow into an appreciation and profound exploratbtapestry’s aesthetic and material qualities.

Almost a decade after attending the Ecole des Gahaluillard was a member of the
Nabis and working on a major decorative commis$iora private domestic interiof,he Public
Gardeng(Les Jardins Publigs(Plates 85a-c). This suite consisted of ninesdwot tall
paintings—one triptych with three diptychs. Unlils point, Vuillard had primarily worked on a
very small scale, painting cozy or sometimes claps$tobic interiors that art critics dubbed
intimiste(see for example Plate 86, Transitioning from a miniature-like format, in igh he
painted individual works about a foot high, to amamental series requiring paintings seven
times that size, was understandably difficult. [\and turned to tapestry as a model for creating
his intimistework on a much larger scale. Like Maillol, Vuithwas steeped in Nabi
medievalism and went to the Cluny for inspiratidte wrote in his sketchbook on July 16, 1894,

“Visited Cluny yesterday...Contemplating the tapestyil think that by enlarging it, pure and

349 vuillard took a drawing class in his final yeartogh school at the Lycée Condorcet in 1884, howeéeen not
considering that formal artistic training.

#0yuillard had executed one large-scale decoratremnission before theublic Gardens—six overdoors for Paul
and Léonie Demarais. See Grodfaouard Vuillard chap. 2.
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simple, my little panel can be the subject of aodatton. The humble subjects of these
decorations at Cluny! Expressions ofiatimate feelingon a bigger surface, that's aff*

Vuillard’s interpretation of the medieval tapestrgs quotidian decorations composed of
“humble subjects” indicates the objects he favaethe museum. The catalogue of works on
display at the Musée de Cluny in 1884 (by whichetittne museum had made its most significant
acquisitions of the late nineteenth century) revéaht over two-thirds of the tapestries exhibited
were of overtly religious or biblical subjects: leigen panels from tHetory of Saint Stepheten
panels of th&tory of David and Bathshepscenes from the life of Christ, various martyrdom
of saints, eté¢>? These grand narrative tapestries of ferociousesaand gruesome sacrifice
were clearly not made to accompany the intimatémes of daily life in private interiors. They
would have instead been taken out on feast dagpemial occasions and displayed publicly,
either outside lining processional streets or thedrals and royal reception rooms.

Vuillard’s attention was evidently directed towattle minority of tapestries depicting
courtly life and chivalrous romance, nam8&8lgignorial LifeandThe Lady and the Unicorn
(Plates 43, 50, 79, 87, 95, 96). Although thesgnii@ent tapestries were not simple, everyday
decorations, they would have been hung inside faiveeeriors. The seemingly mundane
activities (promenading, dressing, reading, sewraghing, etc.) depicted with such lush
elegance, and glorified through monumental treatpssmved as a lasting inspiration for

Vuillard as he worked on his decorative commissitingughout the 1890s.

#1uyisite hier & Cluny ... Dans les tapisseries jeggequ’en grandissant purement et simplement man pet
panneau cela ferait le sujet d’'une décorationetSujumble de ces décorations de Cluny! Expresbion
sentiment intimsur une plus grande surface voila tout." Vuillarskgtchbook, fol. 44, Ms 5396. Translated by
Easton/ntimate Interiors 109.

%2 Edmond du Sommerardiatalogue et déscription des objets d'art de Iquité, du moyen age et de la
renaissanceParis: Musée de Cluny, 1884.
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CHAPTER 7. The Album Exploring Paradigms of Tapestry

In 1895, the entrepreneurial art dealer Siegfrigdmiuel” Bing decided to open the
Maison de I’Art Nouveau, a gallery devoted to tlesvrdecorative tendencies he observed in
contemporary art. For the much publicized inauexaibition, he commissioned various
artists, such as Paul Ranson discussed in ChapieicEeate interior ensembles combining mural
paintings, furniture, ceramics, lighting, etc. Nand was given the walls of a small antechamber
to a circular salon on the ground floor to decarate produced a set of five oil-paintings
collectively entitled,The Aloumwhich featured women engaged in domestic activities
flower-filled interior (Plates 88a-e)Despite his turn to the Cluny’s millefleuxs help him
realizeThe Public Gardenst is The Albunthat markghe beginning of Vuillard’s profound
engagement with tapestry as a model for revitajiziainting®* In this set, we can see Vuillard
thinking about tapestry on many levels, from theaotercial to the conceptual.

The Albunis a decidedly idiosyncratic work. It is so digj@d in terms of format and
execution that curator Joseph Rishel even questinether the paintings were meant to be a
cohesive decorative s&f. The five panels Fhe Embroidery (La Tapisserie), The Dressing
Table (Le Table de toilette), The Stoneware VaseP(t de gres), The Album (L’Alburand
The Striped Blouse (Le Corsage ray&jary in shape and size, from square to rectangotf
horizontal and vertical orientation. By contradt,of Vuillard’s other decorative sets from the

1890s consist of vertical rectangular paintingthefsame height, if different widths. This

%3 The Public Gardeneetains a fresco-like character in the broadgflanes of sky, grass, and gravel reminiscent of
Puvis de Chavannes’s public murals. It does nofutst exploit the layers of dense patterning clutesstic of
Vuillard’s tapestry aesthetic.

%4 Bailey and Rishel\asterpieces of Impressionistri5.
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strange disjointedness in format extends to thewian of the individual panel3.he
Embroideryis far more legible and far less claustrophobiatthee other four paintings. It
contains the sole window and light source in thigesurhe foreground embroiderer is clearly
delineated against the background, unlike the égimThe Dressing Tabldor example, who
seem to merge with the walls and curtains. Vulgobther sets, such dfie Public Gardens
exhibit a consistency of style throughout; the fegin that work are detached from the ground,
like paper dolls or silhouettes cut out and pasted a continuous backdrdp. Conversely in
The Albumthe women, flowers, fabrics, and furniture digeahto one another until it is
impossible to tell where one ends and another Bewihere hair becomes wallpaper, where
leaves become skinlThe Albums arguably the most radical of Vuillard’s decaoas in its
dazzling dissolution of form and its confusion beén figure and ground, animate and
inanimate.

Furthermore, it is the only one of Vuillard’s deabons to be designed for a commercial
setting and not specifically commissioned for aipalar room in a private home. Vulillard
designed the set expressly to fit the dimensioth@fntechamber in Bing’s Maison de I'Art
Nouveau, which is one reason for the paintingdedifig shapes and sizes (Plate 8%)e
Embroiderywas placed on a narrow strip of wall between tvuadews opposite the entrance to
the antechamberhe Albumwas placed on the long unbroken wall to the proiggrt of The

Embroidery The Dressing TablandThe Stoneware Vaseing to the left oThe Embroidery

%3 For Vuillard and the silhouette, see Forgione,dtard Vuillard in the 1890s,” chap. 1.
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flanking the doorway to a circular salomhe Striped Blouskung on the wall oppositEhe
Embroideryby the entrance to the antechamBr.

The set, however, was listed as belonging to Thaldéanson, editor of the avant-garde
magazind.a Revue Blanchand his wife Misia, muse to the Nab¥. The Natanson family,
including Thadée’s brothers and father, were Vediamost important patrons early in his
career™® The scholars Annette and Brooks Beaulieu haveinoimgly argued that Bing
commissioned the decoration and Thadée acted dimémeial backer. The panels were
therefore also designed to aesthetically completmenNatansons’ various homes in Paris and
the French countryside. Despite the Beaulieus’ fiesings, the complex patronage history of
the set has not been fully taken into account bylses and yet, it is vital to understanding the
work’s rationale.

| argue that this dual imperative motivated Vuidlao designThe Albunto function both
as a cohesive ensemble and as a collection ofithdipanels to mix and match. Installed in
the gallery, the five panels together relay a deamceit of weaving.The Embroiderynarks
the beginning of the narrative: the foreground figgalutches a skein of scarlet thread that
tumbles and unravels down the side of her skirgxalicit metaphor for artistic creation and the
commencement of a story. A background figure driaack a curtain, revealing a window that
provides the fictive light source for the restloé fpaintings. As the point of inceptiorhe

Embroideryis intentionally the most legible and airy of thenels. The other panels seem to

3% Annette and Brooks Beaulieu reconstructed thillagion in their article, “The Thadée Natansoméla.”

%7n fact, Joseph Rishel speculates that the fefiglees in the panels are all variants of Misiaai{By and Rishel,
Masterpieces of Impressionisfi5).

%8 Eor an extensive discussion of the Natansonstasnsa see Groontdouard Vuillard 16-17, chaps. 3 and 4,
passim.
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spin out from it like a blurred dream. The scayi®in reappears throughout as an otherwise
inexplicable motif—in the left edge of tddbumunder the woman’s extended arm, and in the
center of theStriped Blousgtying up the ensemble in a flowery bow. To ergeaiine impression
of an interconnected ensemble, Vuillard paintecaéqumbers of women on the paintings facing
each other. Thus, the seven womeiihe Albumare balanced by three women in Bressing
Tableand four in theStoneware Vasand the single foreground figure with two backgrd
figures inEmbroideryare compositionally mirrored by the two foregrodiguires with one
background figure in th8triped Blouse

And yet, each painting also reads as an independaikt This contrasts witfihe Public
Gardens for example, in which the backgrounds of the pmoentinue into each other within
the groupings of triptych and diptychs, and eadiupe was conceived almost as a fragment to
be completed by the other pictures. For instatiheelarge, emphatic tree trunk on the left side of
Little Girls Playingcreates a completely lopsided composition thatorey be resolved and
understood in relation to the adjacent pansking Questionsen its right, andJnder the Trees
on its left. The curving figure of the womanAsking Questionacts as a balancing vertical
element to the large tree liittle Girls Playing the texture of her dress echoes and amplifies the
texture of the tree bark. The compositional fay€éhe tree trunk is diffused through repetition
and diminution of the same motif Wnder the Treed~urthermore, the strangely appendage-like
chair back attached to the tree trunititile Girls Playingbecomes less odd when seen in the
context of the multiple chairs depicted from vas@ngles and rhythmically arranged.inder

the Trees
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In The Alboumhowever, each panel is compositionally containEde pendants,
Dressing TableandStoneware Vasevhich imperfectly continue into each other throulge
motif of the white chrysanthemum bouquet, stilhstalone as individual paintings. In the
Dressing TablgVuillard places clumps of chrysanthemums on eithee of the composition,
creating a frame for the trio of women seen fromglde, front, and back, in the classic
equilibrium of the Three Graces. The panel thestines not feel like a fragment, although it
works well with its pendant. Indeed, the paintimgse visually self-sufficient enough that
curator Gloria Groom did not recognize that Bressing Tablevould originally have hung to
the right side offhe Stoneware Vasshe reversed their order in her seminal 200 Lbatkbm,
Beyond the Easel: Decorative Painting by Bonnamui|latd, Denis, and Roussel, 1890030%°°

Groom was, however, following the spirit of Thadéel Misia in her personal
installation. Archival photographs and contemperars paintings show that the Natansons
hung these five panels in different rooms in défgrconfigurations at different times in their
apartment in Paris as well as in their rented agumdmes in Valvins and Villeneuve-sur-Yonne
(Plates 90-915%° The general aesthetic unity of the set, in tesfsalette, subject matter, etc.,
is exactly what allows them to be variously reageth The Albunpresents an assembly of
related but not totally interdependent units. Epaimting could be hung with any of the other
paintings, according to the desire of the ownerthedcexigencies of the roonT.he Albums

unique in this way among Vuillard’s decorative sgibf the 1890s. All of his other

commissions were designed with prescribed groupings

%9 According to Beaulieu and Beaulieu, “Thadée Nataranels,” n.p.
30 5ee GroomEdouard Vuillard 84-89.
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The distinctive flexibility ofThe Albunremarkably resembles the commercial model at
the Beauvais tapestry manufactory since its inoegti the seventeeth century. As a privately
run business, Beauvais had to respond to the destwdride market. Tapestry sets, such as
Francois Boucher'sragments d’Opér#o take an example (Plates 92a-d), would be degigne
around a theme, but clients were not obliged t@otide whole set. The entire seRiraldo
Asleep(Renaud EndormiVenus and PutiVénus et les amoyrsApollo and IssgdlL.e Sommeil
d’Issé, andVertumnus and Pomor{&ertumne et Pomoire-would create a complete and
harmonious ensemble with compositionally interedgbanels for the client who had the means
to procure it and the space to install it. Yets#avho could only order part of a set were assured
that any panels they chose would work togethenasdehoc grouping. Lik&€he Album
Fragments d’'Opérdeatures panels of different shapes and sizesre@nd rectangular, vertical
and horizontal. The tapestries are thematicalbted through motifs such as the sleeping figure
(Issa, Pomona, Rinaldo) or the disguised god (Ap&kertumnus). Compositionallyertumnus
and Pomonas practically a mirror image &polloand Issaand a double fovenus and pultti
Fragments d’'Opéravas rarely woven as a complete set; clients usoatlered two scenes or so
to decorate their interiors.

Vuillard could very well have been aware of sudttits in the history of tapestry
production, given his artistic training at the Eedes Gobelins. Although none of his daily
journals and only his sketchbooks from before 19@¥ive, multiple journal entries dated after

1907 demonstrate that he was reading about Beaandiattending auctions of Beauvais
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tapestries, proving that it was an ongoing intet¥sEven if Vuillard did not model himself
after Beauvais, it provides one way to understahy theAlbumlooks the way it does: the
flexibility increased the commercial viability ofsworks.

Although the set was owned by Thadée and Misiatla@ebfore not for sale, it offered an
example of what Vuillard could execute for otheenested patronsThe Albumwas in fact the
first decoration Vuillard publicly exhibited. Asish, the paintings can be seen as showpieces
that were meant to attract business. Scholarstteadaracterize Vuillard as a monk-like artist
who shunned publicity, however he was very mucéregted in selling his art. His sketchbooks,
which he also used for recording thoughts and aaitivities when his journal was not at hand,
attest to his constant financial worries in theds88nd 1890s, and to his attempts to find a
market for his work. For example, on July 23, 1884mentions that he doesn’t have a penny,
and is anxiously waiting for a payment from Arthiuc**? Huc was an entrepreneurial
newspaper editor who organized an exhibition inclgdNabi work to introduce Parisian avant-
garde art to Toulouse. This exhibition not onlgganted works for direct sale, but also held a
raffle for paintings’®® On July 27, Vuillard received half the sum owét H250 francs, and

immediately used it to pay back a loan of 75 fraecsis friend’s fathef®* Chronically in debt,

%1 0n April 4, 1908 and March 11, 1911, Vuillard red®viewing Beauvais tapestries at auction andaonidry 2,
1916 he records reading an article on the Beauwaisufactory (Vuillard’s journal, Ms 5397). Frangei
Alexandre’s dissertation on Vuillard’s notebookste Bibliotheque de I'Institut de France has ¢iedi that they
consist of two distinct types: larger format skéiobks and smaller daily journals. | follow hertitistion in my
citations (“Edouard Vuillard. Carnets intimes,” 127). See also Francoise Alexandre, "Les Carretéulard:
un peintre au miroir de son écriture intimé8/14 Revue du Musée d'Orsap. 23 (Autumn 2006): 20-33.
%24Nous n'avons pas le sou ni 'un ni l'autre. HuaMtiillard’s sketchbook, fol. 44v, Ms 5396.

3 vuillard to Bonnard, undated [July 30, 1894], \&otl papers, Box 2, f. 27, GRI Special Collections.
344Enfin recu 250 de Huc en attendant le reste...vma¢in le pére de Lugné a qui je rends les 75ue. jg lui
dois” Vulillard’s sketchbook, fol. 45, Ms 5396.
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Vuillard was more inclined to explore creative coarmal options than scholars have previously
implied.

Tapestry offered not only a model for marketabéitbility, but also a model for art
making. The Embroiderynakes the connection between painting and weaiplcit. The
woman in the foreground works on what could bepddam with the white warps held tense by
the frame, or a canvas support stretched arouraheef She weaves or stitches the scarlet
threads to form the design visible at the top efftame. The Embroidergyhus becomes a sort of
self-reflexive work, much like Maillart’s tapestapout the making of tapestry. Indeed,
Maillart's Penelopdies in the figurative unconscious of this pankeke Penelope, Vuillard’s
weaving woman sits at her loom, dominating the eeot the composition, with her basket of
colored threads on the floor at her right sidee 8mbodies the self-reflexive conceit of a
tapestry-like decoration about the making of a saqyelike decoration. However, instead of the
statue of Odysseus, Vuillard’s figure has two fear@mpanions, one of whom is embroidering
or sewing. Notably, Vuillard’'s foreground womartés her companions and not the viewer, as
Maillart's Penelope does; this positioning sengesmphasize the communal nature of
needlework. Through the foreground figure, Vudlaffectively draws a parallel between
needlework and his own métier of paintitfg.

Similar to Ranson, Vuillard valued the notion obthrerhood in his artistic practice. He

actively participated in the collaborative workd&signing theater sets, costumes, programs,

3% For a discussion of the motif of needle-workingmem as related to Vuillard’s mother's home dressngak
business, see Eastdntimate Interiors,chap. 2.
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etc3® In his painting, the moral support of his brethveas vital to his work, a fact that he
mentions repeatedly in his letters and journalshil®finishingThe Albumand before
delivering it to Bing, he wrote to Denis who wadng outside of Paris in Saint-Germain-en-
Laye and asked if he would come by his studio ve gjis opiniort®’ He wrote on another
occasion to Félix Vallotton that the latter's praws letter “made me feel more sharply the
quality of the support the friends | have just Efd who prevent me from lapsing into
discouragement®® He described in a later letter to Vallotton thgllic life at Thadée and
Misia’s country home in Villeneuve, where many loé tNabis were gathered: “We are in a
Theleme that’s just about perfect, everyone wordia in good humor®® The reference is to
the French Renaissance writer Francois Rabelaist® of Theleme, a utopia of communal life
in which there was no hierarchy and no conflicchemnember of the community independently
pursued the activity that pleased them, that esgetheir divine will. This model of working
together yet separately is representeiha Embroideryeach woman is quietly absorbed in her
own task, but doing so in each other’s company.

While needlework here provides the ideal modebfdimaking, | would not argue that
Vuillard is equating the artist with the needlewark Rather he is importing certain features of
female handiwork into the male sphere of art. Giosuch a move revalues women'’s work,

ultimately Vuillard was endeavoring to transforrmiaine domestic craft into modern art, as if

3% For Vuillard’s work in theater, see Forgione, “laaed Vuillard in the 1890s,” chaps. 1 and 3; Kugrnshbis
and Intimate Modernisprchap. 2, who also connects theater to an idecoltectivity.

%7 vuillard to Denis, December 1, 1895, MMD, Ms 12088

8 «m'a fait plus vivement sentir la qualité de sentiles amis que je viens de quitter et qui m'engdelrouler au
découragement.” Vuillard to Vallotton, Novemberl897, in Guisan and Jakubé&®&lix Vallotton: Documents
1:170.

39 "Nous somme dans une Théléme & peu prés padhieun travaille et est de bonne humeur” Vuillard t
Vallotton, November 23, 1899, in Guisan and JakubBélix Vallotton, Edouard Vuillard19.
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through an alchemical process with ornament seragthe base prime matter. An entry from
Vuillard’s sketchbook from the year before he beganking on theAlbumelaborates on this
point:
On the table at noon the chrysanthemums, violetdnte. An ornamental motif that is
at once serious and pleasing. [...] Flowers afteardla common, simple ornament, |
don’t mean to say that | scorn them, but they ddaihand much effort to grasp their
appearance, their forms and colors; it's propdréy/ttue natural ornament. Their
ornamental sense is primitive, simple, intereséngugh in the quality of their forms and
colors: quite on the contrary a painting, whicllso made up of forms and colors,
demands of the spirit that contemplates it a morepex effort of the imaginatio?(°
The violet and white chrysanthemums in &leumwere thus a meaningful motif, likely chosen
to represent this idea of modern painting as basedmmon ornament! Painting transforms
this primitive decoration into something more imegively expressive and intellectually
engaging. InThe Embroiderythe woman in the foreground is making a textilehwatrepeat
pattern—a simple, common ornament—not a multi-Bdgjumetaphorically complex mural
decoration like thé&lbum The Albuntakes these domestic decorative patterns and aransf
them into art. Although the narrative of the slégins with the needlewoman’s scarlet thread,
Vuillard remains the creator of the decorationadrst and not a needleworker. He has conjured

these women into being with his stippled brushwarkrging and layering patterns so that

bourgeois textile ornament is transfigured into Brodst painting.

3704gyr la table & midi les chrysanthémes violacédsamches. Motif ornemental sérieux et aimable fois. [...]
Les fleurs aprés tout sont un ornement grossieplsi, je ne veux pas dire que je les méprise, o@é&ne demande
aucun effort pour en saisir I'aspect, les formeggtouleurs, c’est proprement le véritable orngmaturel. Le
sens ornemental en est primitif, simple, a un @&itéuffisant dans la qualité de leurs formes etalgeurs. Tout au
contraire un tableau qui lui aussi se constituéodmes et de couleurs demande a I'esprit qui léezople un effort
d’'imagination plus complexe.” October 26, 1894, fill, Ms 5396. Translated by Eastbmtjmate Interiors,78.

371 Chrysanthemums held a wider cultural significaacthe time, perhaps spurred by japonisme. Theé8oci
francaise des chrysanthémistes was founded in il89¢on dedicated to the promotion of chrysantheraamd to
their greater use by the general public.
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Vuillard’s stippled brushwork carries the paintimgaving metaphor to the level of
material structure. Scholars have often companatiavd’s insistent little daubs of paint to the
surface appearance of interlaced warps and wefigher to that, Vuillard’s handling of oil
paint in theAlbumapproximates weaving. In the panel entiffé@ Aloumthe conservator
Charlotte Hale observed that the pigments weredawin with little overlap of color and
without underpainting or modulation of tori€é. This is an atypical way of applying oil paint, a
medium that lends itself to layering, glazing ahehlding. Vuillard’s technique instead seems to
emulate the weaving of wefts, laying one coloregédld down next to another. The result of this
mottled brushwork is a dissolving of boundariesugetn one motif and the next, a vertiginous
confusion between figure and ground. This confugieds a structural metaphor in tapestry
where support and design, warps and wefts, argratied into one cloth. The unification of
figure and ground is thus fundamental to the verystruction of the medium.

Scholars have previously associated the mergirigufe and ground with a variety of
cultural and artistic impulses of the fin-de-siea@heluding: a Wagnerian musical aesthetic in
which all elements merge into a harmoni@esamtkunstwerds in Richard Wagner's operds;
Vuillard’s work in Symbolist theater in which acsoaind stage set were integrated to create a
unified visual plane for the spectatdf;a formalist tactic in which Vuillard is moving t@ands

abstractiori’® or as reflecting nineteenth-century attitudes tolwavomen as decorative

372 Curatorial files, Department of Modern and Conterapy Art, The Metropolitan Museum of Art.

373 Kuenzli,Nabis and Intimate Modernisrohap. 2

374 Forgione, “Edouard Vuillard in the 1890s,” chap. 3

375 Martin Sundberg, “The Cluttered Surface: VuillaRtpust and the Decorative,” paper presented at Art
décoratifs et poésie — artistes, écrivains et &sshautour de Marcel Proust, Centre allemand dinestle I‘art,
Paris, February 11, 2012.
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376
S

objects?”™™ While all of these explanations are valid, nohthem acknowledge the paintings’

palpably corporeal and specifically tactile addresthe viewer?’” namely that the confusion
between figure and ground is realized through ¥udlls physically evocative, tapestry-like
brushwork. Tapestry, then, offers not just a $tmat model, but also a sensory and perceptual
one. | propose thathe Alburnts bodily address and vertiginous effects can lewstood as a
translation of Vuillard’s encounter with the magdity of tapestry and its status as historic art
object.

If we comparelhe Albunto Maurice Denis’sThe Love and Life of a Woman
(Frauenliebe und Lebenyve can see Vuillard’s distinctive approach topeture surface and to
the materiality of paint.The Love and Life of a Womaras another decorative suite painted for
the Maison de I’Art Nouveau, specifically for a nebdbedroom upstairs from Vuillard’s
antechamberFarandolefrom Denis’s suite (Plate 93) and Vuillard’s pamgtentitledThe
Album(Plate 88d) share similar dimensions and the gésebgect matter of women in peignoirs
floating across the canvas, but they are quiteadatp in execution. Denis favored clearly
defined forms. His female figures are neatly otti and the folds of their dresses extend in
linear curves that correspond to the distant lamgisc The broad, flat planes of the pink sky and

purple-brown earth fit together like a jigsaw pwzziThe clarity of the motifs contrasts markedly

with the muddled confusion of women, fabrics, aodafin Vuillard’s painting. Moreover, the

378 Groom,Edouard Vuillard 71-81.

37" Francesca Berry (“Maman is my Muse”) has recesilygested another apt model —that of the infant’s
envelopment in the maternal body —which acknowledbe haptic dimension of Vuillard’s work. This tayehor,
however, is limited to the “maman-motif paintingas she calls them. For Vuillard’s monumental daioe
commissions, | believe that tapestry provides aenpwobable and appropriate model for tactility antporeal
immersion. Michel Makarius had earlier offered gghe@analytic interpretation of Vuillard’s work aspresenting a
pre-Oedipal fusion with the Mother, though his gs#l is less sustained than Berryai{llard, 16).
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highly nuanced, flickering yet muted colors of tlbumare far more complex thd»enis’s
simple pink-blue-brown scheme. Denis’s work camdéscribed as following a stained-glass
aesthetic of firm contours and colored shapesppssed to Vuillard’'s tapestry aesthetic.

The vogue for stained glass in the late nineteeatitury was undeniably connected to
the tapestry revival’® Both were related to fin-de-siécle medievalisrd both mediums offered
an alternative means of artistic wall decoratiopamting. Both encouraged flat, decorative
compositions that dematerialized the wall surfalcetact for the Maison de I’Art Nouveau, both
Vuillard and Denis designed a stained-glass windewwart of a larger group commission from
Bing that included nine other artists. These wimslavere produced by Louis Comfort Tiffany
in New York3®”® Notably, while Denis designed several windowsviarious patrons and
exhibitions after having participated in the Bingfdny commission, the latter was Vuillard’'s
first and last work in that medium. Vuillard seetoshave found stained glass unsympathetic to
his artistic sensibility.

Perhaps his experimentation with a related but nadiieopposite medium helped to
crystallize his tapestry aesthetic. Stained gks$ course characterized by luminosity; light
passes through its panes to animate the imageesirgpby contrast, absorbs light; the fibers of
the wool and furrows between the threads consuhaerddient illumination. We could say that
the transparency of stained glass as opposed tuptmsty of tapestry provides a metaphorical

parallel to the clarity of Denis’s work seen agaihg obscurity of Vuillard’s in terms of subject

378 See Emery and Morowit£onsuming the Pasthap. 5.

379 For this commission see Fréches-Thory and Terrisss, 182-87; GroomBeyond the Easel 14-17; Gabriel
P. WeisbergArt Nouveau Bing: Paris Style 19QRew York: Harry N. Abrams, 1986), 49-52; and GabR.
Weisberg, Edwin Becker, and Evelyne Possémé TéasOrigins of I’Art Nouveau: The Bing Empiexh. cat.
(Amsterdam: Van Gogh Museum, 2004), 82-83.
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matter as well as form. More importantly for ourposes are the perceptual differences
between the two. Denis’s paintings are conceifeasdlat, smooth surfaces that confront the
viewer as objects to be looked at, to be underspomaarily through vision. They presuppose an
almost disembodied opticality. Instead, Vuillar&lbumpresents a conception of painting that
addresses the sense of touch as much as vision.

In the Album,Vuillard places the optic and the tactile in dialegvith each other. On the
one hand, the window ifhe Embroideryepresents and facilitates sight. The drawing ledic
the curtain to illuminate the rest of the paneldnays vision made possible by light on a very
literal level. On the other han@ihe Albums engulfed in mottled daubs of paint that both
emphasize the artist’s touch, his physical appbcadf paint, as well as stimulate the viewer’s
sense of touch through their evocation of wovenlwdillard’s tapestry-like paintings assume
the embodiment of the viewer; in other words, thatviewer’s eye is grounded in a feeling,
sensing body®° This critical difference is key to Vuillard’s tegtry aesthetic and, | believe,
explains his keen interest in a medium that wasgired around the corporeality of the viewer.

Tapestry was an insistently tactile medium that used as much for warmth as for
decoration. In the Middle Ages, tapestries weneghone next to the other, over chilly stone
walls, doors and even windows, to cover the emtiogn; they created an insulating architectural
clothing of wool and silk. Itinerant nobility tresad tapestries as portable walls that could be
transported from chateau to chateau, easily ralfetunrolled to make draughty halls habitable

as well as to recreate the same symbolic spaadiffenent structures. In rocodwtel

380 Scholars have previously focused on the way tleeimteracts with Vuillard’s work, eliding the bodythe
viewer, which | believe runs counter to the logitre work itself. Yves-Alain Bois, for exampleadiargued that
“Vuillard’s art assumes an entropy of the gaze”r{"atisse,” 90); and the subtitle of the Vuillamtalogue
raisonnéThe Inexhaustible Glancemphasizes Vuillard’'s eye above all other aspafchss art.
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particuliers tapestries were set into wood paneling and daesimaller interiors, but still
produced this enveloping environment of soft, geaballs. Tapestry thus offered Vuillard a
haptic model of corporeal immersion of viewer ih@ject. The stippled brushwork was
therefore not just a surface effect, but an endetovoreate a new relationship between art object
and viewer; one that proposed a continuity betwbkerbody and its surroundings, between
animate and inanimate, through touch.

Touch has traditionally been conceived in Westkmking as inferior to the more
intellectual sense of sight because it was as®utiaith the body, with pure, unthinking
feeling®' France, however, had a history of revaluing #utile sense. In early modern
France, touch was considered one of the “mastaeséibecause it checked and confirmed the
impressions of sight and gave solidity to otherssguerception®? With the Enlightenment in
the eighteenth century, vision (aligning light aedson) began its ascendancy as the dominant
sense through which one understood the surroumvdimigl. Yet touch was still regarded as an
indispensable cognitive experience. Etienne BodedEondillac valued touch as a double
experience in his 1750reatise on the Sensationble argued that through touch, the body gains
knowledge of objects in the exterior world; at #aene time, touch permits the extension of the
body, a sense of continuity or undifferentiatiotvizeen interior and exteridf® Touch erased
the physical distance between object and percaiwvéting toucher and touched, and thus gave

the individual a sense of being part of the largawerse.

381 ClassenBook of Touchs.
%2 bid., 277
383 Lajer-Burcharth, “Pompadour’s Touch” 56-57. Touslliscussed in books 2 and 3 of Condillac’s tseat
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The late nineteenth century has been charactebygedholars as an age of visuality, or
rather, an era when technology effected the dis#stsan of the senses, disentangling sight from
touch, and reifying the former into an autonoma@usl aestheticized experience of pure
perception. The stereoscope, photography, cindraapectacularization of mass culture
through posters or display windows of departmeorest, the paradigm of the flaneur’'s gaze,
have all been cited as evidence of the disembasfitidality of the erd®* Vuillard’s visual
tactility can be contextualized within this momasta competing model of perception; it was
perhaps a reaction to the increasing ocularcenwismass culture, an attempt to reintroduce the
body to perception.

In a way,The Albums about the process of corporeal perception.efdwmonths before
beginning work on the set, Vuillard wrote in higgthbook, “my interest at the moment is in the
discovery of objects: work of slow coordinationmdéiltiple sensations in which | don’t stop to
worry about the details®® Accordingly, theAlbunis dense layers of patterns impose on the
viewer a cognitive slownes$&® as if to parallel or illustrate the coming intdrmeof an object
through tactile perception. The sense of toucbetiss objects gradually and progressively,
feeling part by part to construct an impressiothefwhole, as opposed to vision’s immediate
apprehension of the complete object. Likewise|lsid’s stippled brushwork enacts the

accumulation of bits of sensation, a myriad of mp@&rceptions that make up the larger

34 3ee CraryTechniques of the Obseryafanessa SchwartSpectacular Realitie€arly Mass Culture in Fin-de-
siécle PariLos Angeles: University of California Press, 19%hd DaniusThe Senses of Modernism.

35 l'intérét que je prends en ce moment c'est laaéerte des objets: travail de coordination lensefesations
multiples ou je ne m'arréte pas au détail en mvamet Vuillard’'s sketchbook, April 19, 1895, fol65Ms 5396.

3% Bois has discussed this perceptual slowness aiagi contrast with the perceptual assault or gdiacy of
Matisse’s images, which he compares to a firecra¢kn Matisse,” 67. MakariusAuillard, 8) has identified
Vuillard’s perceptual slowness with the child’s dual perception of objects in the world.
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comprehension of the whole, the macropercepfibrwe can perhaps understand this
representation or translation of tactile perceptiod cognitive slowness into visual terms as not
only as an insistence on embodied perception iswalage, but also as a resistance to the speed
and sensory overload of modern life.

The imposed slowness ©he Albunsuggests nothing so much as an encounter with a se
of faded, ancient tapestry. The subject and detakle time to decipher. There is no central
focus in any of the compositions; rather, bougaet$ women’s heads proliferate across the
canvases. Although Vuillard used rich complemegntators of red and green, he neutralized
them through middle tones and proximate hues ssidtlare and rose, so that the tempered
palette works against defining form. Even at datise, the viewer has the feeling of viewing
the painting close up, of being absorbed into gnatmgs, rather than standing back to
contemplate therf® The sense of disorientation is enhanced by theawation of
contradictory viewpoints, even within the sameymet For example ifithe Albumthe table at
left is seen from above while the woman in proiémted next to it is seen head®th In The
Embroidery the weaving woman is seen from below while hedtevork and the other
embroidering woman are seen from above. Thesallksing spatial and perspectival effects
echo the historical disjunctiveness of a late marth-century subject encountering an object

from the distant past.

387 Here | am appropriating terminology from Gillesl®eze, The Fold: Leibniz and the Barogaiens. Tom Conley
(Minneapolis: University of Minnesota Press, 19%8-87.

388 Michel Makarius has superbly described this effiecelation to another Vuillard painting: “The pice pulls the
viewer into the painterly fabric, and turns theuakexperience of the canvas into a tactile onés ds if one were
ensnared in a tapestry’s threadalillard, 8 This effect of the “near view” even when plegdly standing back
from the painting recalls Alois Riegl's connectiohclose vision (Nahsicht) with the haptic.

39 Ursula Perucchi-Petri argues that this combinatibperspectives derives from Japanese prints.|ffdiet le
Japon,” in Dumas and Cogev#ljillard, 150-51.
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The contemporary literature on tapestry providpsoauctive context for understanding
Vuillard’s strategies for slowness, for reinforciag impression of tactile perception—ie., his
muted colors, dense composition, and imprecisedor@harles Blanc’'&rammaire des arts
décoratifs(1882) expounds at length on the material propexf tapestry. He explains that the
small gaps between each warp and weft create @ssnthinute shadows that produce an overall
graying effect of the surface; that light is absattby woven wool as opposed to reflected as in
the case of silk; that the fibrous character ofrttegerial naturally blurs form; and that dyed wool
tends to fade faster than oil paffit. Blanc identified these characteristics in ordesuggest
how to counteract them in tapestry cartoons; VudiBAlbum,however, seems to emulate these
blurring and graying effects of wool on the peraapbf form and color.

To take another example, Eugéne Muntz’s foundatiois¢éory of tapestry published in
1884 asserted that “it would be contrary to logigive to the modeling and coloration [of
tapestry] the finish necessary to painting propsggaking, to concentrate all the interest of
action in a small number of figures. One must.. st away from the abundance of details,
multiplying figures, in a way that produces a veoh grouping.®®* In other words, ancient
tapestry featured decentralized compositions amnbp&ve decoration that covered the entire
surface of the work, as opposed to the illusioniskarity of painting. The viewer was
encouraged to get lost in the sumptuousness anglerity of the ornament, to leisurely and

pleasurably linger within the work.

390 Blanc, Grammaire des arts décoratif81-94.
3914| serait contraire & la logique de donner au Blécu au coloris le fini nécessaire a la peinpuoprement dit,
de concentrer sur un petit nombre de personnagesitmérét de I'action. Il faut...ne pas recutievant
I'abondance des détails, multiplier les figurespuiniere a produire un groupement trés nourri." tlura

tapisserie 9-10.
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Whether Vuillard read Blanc and Muntz, and he ntiksty did the former, these texts
present a contemporary understanding of tapesatyhigip explicate how Vuillard developed his
tapestry aesthetic, that is, which characteristidapestry he chose to emphasize and emulate.
Tapestry was not conceived of as a purely flatesa;f the furrows between warp threads, the
fuzziness of the wool, the undulations of the mateil had to be taken into account. Nor was it
supposed to imply or depict depth. Given the gdenee of richly patterned clothing and other
textiles depicted in medieval tapestries, the mmadias perhaps best thought of in terms of
thickness, as a planar accumulation of these lafatecorated clotfi®® Vuillard’s Album
likewise presents this sense of planar densitg, dt-quite-flat surface fabricated from a
layering of manifold patterns. This idea of thieks suggests not only the tactile sense, but the
larger haptic sense within Vuillard’'s work.

Vuillard linked tapestry and the perception of algeearlier on in his sketchbook. The
year before he started work ®he Albumhe recorded his intention to, "Make a tapesthe..
imagined harmony and the subject that folds anch$aall the imagined objects for a certain
effect’®®® Here the pliability of tapestry, the fold, senassa model for haptic perception.
Subject and object are folded into each other,thieemerging between inanimate and animate,
inhabitant and habitation. Unfolding then instatés a coming into beingrhe Albumwith its
confusion between figure and ground and its mudtigd installation, represents as well as

induces this haptic relationship of the body tcsitsroundings. lbperates through this logic of

392| borrow this notion o&paisseufrom Hubert Damischrenétre jaune cadmiuiParis: Seuil, 1984), 290. | am
grateful to Merel van Tilburg for this reference.

3 faire une tapisserie...I'harmonie imaginée et jetsyui plie et forme tous les objets imaginés paucertain
effet." Vuillard’s sketchbook, August 30, 1894,.fdB, Ms 5396. Transcribed by Alexandre, “Edoudnillard.
Carnets intimes,” 2:368. Interestingly, Vuillardi@rds bring to mind Deleuze’s concept of the fgde n.46).
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tapestries and textiles, of wrapping, unfolding;dmaing. Ribbons, tablecloths, and dresses that
bunch up, unfurl, and envelop permeate the paistiridhese motifs reinforce the tactile,

material effect of the mottled brushwork, creatihg impression of a slowly unrolling,

tapestried interior that enfolds the viewer in arwamuffled embrace.

We could further understand Vuillard’s turn towatks haptic and the tactile as part of
his medievalisnt™* It speaks to both an anti-industrial turn towaneladcraft, and a longing for
some imagined time of wholeness, cohesion, conngctiVuillard’s experience of medieval
tapestry, was of course as a historic artifactlyiBg the idea of wholeness that they engendered,
these objects were fragmentary, discolored with dgmaged, repaired and reconstituted. For
example, when the Cluny acquiréte Lady and the Uniconm 1882, the edges had been eaten
by rats and deteriorated by humidity. Many secimere threadbare, such as the face of the
lady in several of the panels. Between 1889 a®? 1#e set underwent a restoration campaign
that only involved reconstructing the bottoms @ ganels using ancient wool threads from the
store rooms of the Gobelins. The set was not tigitly repaired and washed until 1943, after
which the supervising committee complained thatcireservators had gone too far because the
colors were so bright® For all the conservation issuesTdfe Lady and the Unicorit,
remained a remarkably intact set. Other survivapgstries were not so lucky.

In hisGrammaire des arts décoratifBlanc recounted his experience of viewing a

Gothic tapestry that had been burned and recotestitu

%9 1n the oral culture of early modern Europe whégrdicy was not widespread, hearing and touch waneé been
privileged over sight. See Donald Loviihe History of Bourgeois Percepti¢@hicago, 1982), 7-8. For the
centrality of touch in medieval life, see also GlsDeepest Sensgij-xiv and chaps. 1-3.

39 For the restoration history and accompanying dantation, see Joubetia tapisserie medieval,1-75, 85-92.
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[The tapestry] seemed to be made from pieces amdatso..the subject represented was
almost unintelligible. [...] There were shouldershvaitit heads, hands without arms, legs
without feet...the tapestry thus recreated from soythsfigured fragments was marked
by a strange poetry. Seen in the shadows, it preden admirable magic book of
indefinite things, of mysterious figures, some gdis@aring into the landscape,
others...gesturing incomprehensibly®.
These ancient, salvaged vestiges were thus resiggtireconstructed into a new whole for the
imaginative interpretations of a late nineteenthtagy audience. Fin-de-siécle medievalism was
of course predicated on fabricating a unity—an ienafjthe Middle Ages as a time of unity—
from fragments, and ancient tapestry served apposite metaphor for this process. Likewise,
Vuillard’s Alboumcreates a redemptive, new whole out of parceleieso Vuillard reclaimed
medieval tapestry as a way to both express andie@m modern life. The fragmented body
was not only a feature of reconstituted ancienésty; it was also a symptom of nineteenth-
century consumer culture and mechanical productiénllard’s partial figures thus interrelate
medieval tapestry fragments and the parceled badietail advertisements, window displays,
or industrial labor. And yet, the visual tactiliynd haptic nature of tildbum—its immersive
sense of connectivity and wholeness as inspireahioient tapestry—provided an antidote to the
psychological and physical alienation caused bymwidm and industrialization. Medieval
tapestry offered a model for creating a sense afleviess out of fragments.
By evoking the haptic qualities of tapestry, Vuillalemonstrated the possibility of

cohesion between individual and environment, @fcdile intimacy between beings and things.

Vuillard was not unigue in this respect; rathes tmodel of porosity and interdependence was a

3% «Elle paraissait faite de piéces et de morceable.sujet représenté en était presque inintbligi...] c'étaient
des épaules sans téte, des mains sans bras, desjsams pied...la tapisserie ainsi refaite avea@morceaux
défigurés se trouvait empreinte d’'une étrange po&sie dans une pénombre, elle présentait un adi@igaimoire
de choses indéfinies, de personnages mystériesimpefuyant dans le paysage, les autres...falesngestes
incompris..." BlancGrammaire des arts décoratifd9-100.
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feature of many currents of fin-de-siecle thoudtain scientific to social theory. Vuillard’s
tapestry aesthetic thus seems to be part of a wieled. Louis Pasteur’s discovery of
communicable germs in 1875, or the “new psycholgggonception of the psyche as a
permeable entity in dynamic relation with the eixtieworld in the 1880s, contributed to the
notion that a person’s identity and well-being wiad to all the other beings and things around
them. Following this model, even interior decayatbecame instrumental in psychic formation;
it could both shape and be shaped by the ps{éhimhabitant and habitation formed an organic
unity.

The philosopher Jean-Marie Guyau subsequently dpgdla notion of sympathy from
the concept of the permeable psyche in his posthen@ublished bookArt from a
Sociological Point of Vieyl889). Guyau, who taught philosophy briefly atilVaud’s high
school, the Lycée Condorcet, started from the apomthat the individual is amenable to the
influences of other consciences. Sympathy, thes, aypsychological and biological process of
adjustment of the individual to its habitat, a ¢onal interpenetration in order to reach
equilibrium. Through sympathy, individual consagoess could merge with the collective
milieu. Guyau further posited that, “Touch is thest primitive and sure way
to...harmonize...two conscience$?"

Guyau'’s theory of sympathy was closely connectedhat became the republican

political doctrine of the Belle Epoque: solidarisine of the founding theorists of solidarism,

397 See SilvermanArt Nouveaughap. 5
3% e toucher est le moyen le plus primitive et lesssdr...d’harmoniser...deux consciencé&tt au point de
vue sociologique3.
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Alfred Fouillée, was in fact Guyau’s stepfatfiet.Solidarism conceived of society as an
organism; each person was a cell that had to peritsrparticular task in collaboration with all
the other cells to keep the organism in equilibriugveryone in society was therefore
interdependent and had an obligation to work tow#né common good. Art's role in
solidarism was to produce sympathy, to create gergance of social cohesion. The political
ideal of solidarity crystallized in 1895-1896 witie Radicalist politician Léon Bourgeois’s
short-lived tenure as Prime Minister. The chiefgmment of solidarism, Bourgeois’s book
Solidarité(1896) defined the doctrine for the general public

This rapid précis of contemporary socio-politidatight is meant to suggest the broader
context for Vuillard’'s tapestry aesthetic, and ttagtestry perhaps was more than a formal artistic
device. Although I am not arguing that Vuillardsn@nsciously referencing these ideas of
sympathy, solidarism, and germ theory, he doeseskih them an ideal of collectivity, an
awareness of the body’s relationship to other Imdieesistance to the fragmentation and
isolation of modern urban life. The interdependebetween beings and things is writ into the
Albumthrough the indexical touch of the artist andyethto the viewer as an immersive, haptic
experience. Witirhe AlbumVuillard ambitiously posits that tapestry, fandn being an erudite,

obscure interest, could serve as a model for amptiee modern art and society.

39 For solidarism and Fouillée, see Sheradin, “Refogithe Republic,” chap. 1. Fouillée was respdesior
posthumously publishing Guyau’s work.
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CHAPTER 8. The Vaquez Panels: Tapestry and BourgesiModernism

Interior with Figures better known as the Vaquez panels after thefopahas been
deemed the apotheosis of Vuillard’s tapestry aéistffelates 94a-d)?° If the Albumsignaled
Vuillard’'s serious engagement with tapestry utiigzivarious paradigmsnterior with Figures
offers a more focused statement about tapestrigiarship to modernism. This suite of four
paintings was commissioned in 1896 to decoratdilthery of cardiologist Dr. Louis-Henri
Vaquez's home in Paris. Unlike the disjointedress flexibility of theAlbum The Vaquez
suite is composed of two pairs of vertical rectdagpanels of the same lengthtimité and
Musicform the larger paiffWorkingandChoosing éBookthe smaller one. The four panels are
unified by the dense, flowered wallpaper and woedrb ceiling that serve as a continuous
backdrop to the various everyday activities talpiare in the well-appointed space—female
figures playing the piano, listening to music, lowkthrough an album of prints, sewing, etc., as
well as a male figure reading.

More than theAlbum the Vaquez panels evoke those pivotal millefleapestries at the
Cluny, The Lady and the UnicorandSeignorial Life(Plates 95-96)—the floral backdrop, the
flatness of the compositions, the hieratic figuees] the objects floating against a densely
patterned vertical plandntimité even echoe¥he Embroideryrom Seignorial Lifein
composition: a woman sitting with her task at lefgmen standing at right, and a mirror in
between them; the tree Tthe Embroideryas migratedio the vase of flowers on the table at left

in Intimité. In Interior with Figures Vuillard cleverly deconstructs the various funosg of the

400 RussellEdouard Vuillard, 1868-194@7; Dugdale, “Vuillard the Decorator,” 97.
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millefleurs motif in medieval tapestries—are thégne, ground, or “real” flowers?—and made
them manifest as wallpaper, rugs, and vases ofdlesims.

Vuillard restricted his palette to a handful ofawl, paralleling the limited range of
natural dyes that were used in medieval tapestrg.ruted hues furthermore suggest the faded
appearance of ancient tapestries, as Vuillard wbhale seen them. Vuillard applied his paint
very thinly, letting the warps and wefts of theelimsupport show through and creating the
impression of dyed threads. The structure andliatibn of tapestry is manifest in the
composition of the paintings in a way that is diéigt from theAloum TheAlbunis dazzling
dissolution of form verged on total disintegratias, if threatening the total psychic dissolution
of the self into the environmeninterior with Figuresfeatures an array of rectilinear elements to
contain this dissolution, such as the wood-beaitmgeithe books and bookshelves, and the rugs.
These motifs borrow from the grid-like, perpendautrossings of warp and weft to create a
stabilizing scaffold for the decoration. We canaddition, read the vertical beams of the ceiling
as ribbons from which the ersatz tapestries hdmegwhy ancient tapestries were installed in the
sixteenth century.

Interior with Figuresmaintains the stippled brushwork that was so eétdrtheAlbunis
affect. The sense of touch remains vital to th@eelence and meaning of the Vaquez panels,
however Vuillard takes the concept even furthdahia decoration. In addition to the feeling of
cohesion and haptic intimacy that tactility fostershe suite as a whole, the panel entitffbic

offers another role for touch and texture—as ph# ynesthestic experience along with sound
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and color. Synesthesia has recently been discasseentral to the Nabis’ moderniéffh. While
it will not be the primary focus of this chapter,the interest of exploring the manifold ways
Vuillard mobilized tapestry to modernize paintitgs worth considering how Vuillard utilized
tapestry to bring a tangibility to this rather ahst concept.

Symbolists of the late nineteenth century concesygtesthesia as a unification or
transcendence of the discrete sefi%e 4§ he idea of cross-sensory equivalents or assoc#at
implied not only the interdependence of the serts#salso a feeling of wholeness, of a pre-
modern, almost prelapsarian state of undifferaotiat Here we can connect the underlying
goals of synesthesia to those of Nabi medievaliSymbolist synesthesia, however, was almost
always manifested as chromaesthesia, or colorathige¢ghe sound of a vowel or musical note
would stimulate the vision of a certain col§? In other words, the rest of the senses were more
neglected, belying the ideal of a unification dftaé senses. | propose that the Vaquez panels
perhaps represent an attempt to rectify this bdifigp equivalencies across the senses of sight,
hearing,andtouch.

At first glance Musicfrom the Vaquez suite places the decoration withis
chromaesthetic discourse, most obviously withutgect matter. It depicts a woman in the
middle ground at left playing a piano that horizdlytbisects the composition. Five other
women listen to the music being played. Two sitibe the musician and listen with quiet

attention. Two more women stand in the backgraatritie sideboard: one has turned towards

01 Kuenzli,Nabis and Intimate Modernisrohap. 2.

“92 pann,Bright Colors Falsely Seeri4-15, 36, 79.

“93 Dann,Bright Colors Falsely See#3. Although chromaesthesia is the most comman faf synesthesia, Dann
points out that tactile-visual and tactile-auditsgnesthesia has also been recorded as occurtimgia (Bright
Colors Falsely Seeri,1).
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the piano player as if suddenly captivated by thuisio) the other remains absorbed in her task.
The woman in the foreground handling the fabrikts ber head downwards, also absorbed in her
task as the melody washes over her. The tendreainusic is expressed through the muted
palette of soft purples, rose, and green.

Perhaps taking their cue from this panel, critiggehoften compared the Vaquez panels
to music. They spoke frequently of the decorasdrdarmonious colors and Claude Roger-Marx
specifically likened the work to a symphony in f@arts’®* James Dugdale later described the
metaphorical symphony as one in a minor ¥8yDugdale and other scholars and critics thus
associated the muffled colors of the Vaquez panglsmusic of a certain tonal structure and
tempo, inferring a synesthestic metaphor of sighit sound. | would argue, however, that the
tapestry-like texture of the paintings also conités to the evocation of music. Indeed the idea
of muffled colors implies a covering over and damipg of sound with layers of thick fabric; or
perhaps with the use of the soft pedal on the piano

Tapestry making and music making, high-warp loont @anos, were familiar
analogies of the period. In recounting his vigitite Gobelins in 1892, Gaston Stiegler
described a weaver as follows: “He has in frontiaf his loom, high, straight, formed by long,

vertical threads very similar to the assemblinghef strings of a piand'®

Henry Havard
compared weavers to pianists in an 1893 interviewabse they transpose colors from the

painted cartoon to wool threads, just as pianiatsspose music scores from one key to

04 Roger-MarxVuillard et son tempg,25. See also Charles Saunier, "Le Salon d'autdrReyue Universelleno.
147 (1905) : 626; Camille Mauclair, "Le Salon d'éuoine,"Revue Bleud, no. 17, 5th series (October 21, 1905):
523; Francois Monod, "Le Salon d’automnArt et Décorationl8 (Nov 1905): 200;.

“% Dugdale, “Vuillard the Decorator,” 97

40%41] a devant lui sa trame, haute, droite, formédahgs fils verticaux, trés analogue & |'assenebties cordes
d'un piano" Gaston Stiegler, "Aux GobelinE¢ho de ParisJuly 29, 1892, MN G.278.
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another®’

The Symbolist writer Joris-Karl Huysmans perhbest expressed the notion of
tapestry weaving as music making. While viewingtaue Moreau’'Siren and Poebeing
woven, he wrote, “it's marvelous to see, throughithmense harp of white strings that is the
high-warp loom, the silent musician of this artraating the instrument that renders little by
little, in the coming and going of the shuttlesysds of different shade$® Through a lyrical
interweaving of sound, color, and thread, Huysntere compares the tapestry loom to a
musical instrument that creates tactile-visualegathan aural music. Tapestry, in other words,
was silent musié®

Likewise, Vuillard’sMusicoffers equivalencies between visual, auditory autile
sensations. The painting’s resemblance to tapestrgled with its depiction of a piano recall
the metaphoric associations of Huysmans and othessas if Vuillard wished to materialize the
immaterial, to make music tangible. Not only che viewer see music through the pulsating
colors and as represented by the piano, he oralid also touch music. Just as Vuillard’'s
facture re-introduced the body to perceptidisicintroduces tactility to the synesthetic
equation via the model of tapestry.

Chromaesthesia stands as evidence of the paragbmedn music and painting amongst

the Symbolists in the late nineteenth century.sTivalry stems from the ideas of the German

philosopher, Arthur Schopenhauer; he believedrthatic was the highest form of art, that it was

407ves tapissiers sont alors obligéstdansposele coloris, tout comme les violonistes et les jsi@s transposent
des partitions musicales." "Les Gobelins. La Qoesties Manufactures Nationalekg¢' Matin March 6, 1893, MN
G.278.

%8 «c'est merveille de voir, au travers cet immenaeple aux cordes blanches qu'est I'appareil d’hlisse, le
musician silencieux de cet cart anime l'instrumguitrend peu a peu, dans le va-et-vient des brodesssons
différents de nuances.” J.-K. Huysmans, "Les Gols¢lL'Echo de ParisJanuary 18, 1899, MN G.279.

99 This metaphor was still current in 1909 when CinMauclair compared symphonic music to a tapestyen
by the orchestra who cannot see the whole thataheynaking; only the audience had the privilegei®ving the
work from the proper side. See Leonard, “Pictulliigjening,” 270.
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a pure, unmediated embodiment of what he called—\Afile blind, striving universal force that
underlies the everyday world of thing/8. Anne Leonard characterizes the music-painting
paragone as a competition breeding a mix of admiratnd resentment on the part of painters as
they attempted to transcend the “stubborn matsyriafitheir own art” and “piggyback on...
music’s prestige®! In this context, we can perhaps understand \fdiiaactility as a way to
uphold and insist on the materiality of paintinghe face of immaterial music as an equal mode
of expression.

Further to this point, Richard Leppert has argined in the late nineteenth century,
listening to music became an experience of privaterie, as opposed to the conversational,
social activity it was in the eighteenth cent{fy.With the orchestra hidden in the pit or the
listener listening with eyes closed, music was ssyé&om music-making, from the materiality
of the instruments and the laboring bodies of thsiolans. Vuillard’sMusicperhaps counters
the dematerialization and disembodiment of musimbgrnating it in hisgouche in the visible
traces of the artist’'s labor. Leppert also obsethat the over-decorated materiality of the piano
in nineteenth-century representations contradiesrmmateriality of the music it producéd.
However, by my logic, this decorative materialipMusicworks precisely to render tangible

what is invisible, not to contradict it.

10 For Schopenhauer's influence on Symbolism, se@ighBossDavezac"Schopenhauehccording to the
Symbolists: The Philosophical Roots of Late 19tmt@ey French Aesthetic Theory." Bchopenhauer, Philosophy,
and the ArtsDale Jacquette, ed. (Cambridge, 1996): 249-7& f@anSchopenhauer’s conception of music, see
Lawrence Ferrara, “Schopenhauer on music as thedimknt of Will,” in Ibid., 183-99.

11| eonard, “Picturing Listening,” 277.

412 |_eppert,Sight of Sound;hap. 9.

*2 Ibid., 155.
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Vuillard would further develop this tapestry/piapaihting analogy in a series of works
executed around 1899 that are similar in compaosttidusic, includingMisia at the Pianp
Misia in White Wearing a Red Necklace and PlayhggRiano,andin Front of the Tapestry
(Plates 97-99). They depict Misia Natanson afpiheo along with a male listener in front of
what looks like a seventeenth-century verdure, tgpa well represented by the Aubusson
tapestryl a RondgPlate 100). These small paintings were likelyeolasn a photograph taken
by Vuillard that same year of Misia performing iartParis apartment on the rue Saint-Florentin
(Plate 101f** The photographic composition is vertically bifated by the edge of the verdure
tapestry; on the right side, Misia, the piano, tdredtapestry form one integrated entity; the left
side is given over to the wallpaper and chair bagktably there is no other figure in the
photograph.

When compared to Vuillard’s photograph, his paigfifisia at the Pianseems to have
zoomed out of the scene; it includes more wallpapethe right side as well as Thadée, notably
turned away from the piano and possibly with eyesed, listening to the music. The
supplementary strip of wallpaper serves to franeesttene, emphasizing the integrity of the
Misia-piano-tapestry motif. The addition of thetéining figure underscores the presence of the
music, which is characterized by or made visibleulgh the expressive colors and facture of the
textiles in the painting. The tumultuous tapestrthe background, teeming with amorphous
patches of yellow-whites and blue-greens, risebthe piano and flows into the red shawl

covering the instrument, as if to convey the stqrpassionate chords elicited by Misia’s hands

14 Misia was an accomplished pianist. See IsabeilenGind Guy Cogevaljisia, Reine de Parigxh. cat. (Paris:
Musée d'Orsay, 2012), 133-36 for her musical tragni For an extended discussion of the motif ofvilbenan at the
piano, see Leppergight of Sound;hap. 7.
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spanning the keyboard. The shawl’s white decorlateder leads to the almost imperceptibly
dark figure of Thadée, perhaps incarnating the osisiging towards him, transposing sound
into texture?!®

Exploring the opposite effect Misia at the PianpMisia in Whiteseems to have
zoomed in on the photograph, cropping out the vagp and focusing in on Misia and the
piano. Her white dress juxtaposed with the blagkaf the page-turner/listener connects them
to the black-and-white piano keys and music séBr€his black-and-white music making unit is
enveloped by the tapestry in the background, whusted appearance perhaps expresses the
calmer, gentler melodies intimated by Misia’s postat the keyboard. The tapestry-music
metaphor culminates in the paintirig,Front of the TapestrylIn title and composition, tapestry
becomes the incarnation of music. Misia is no é&rgyen playing the piano; she is instead
occupied in needlework, bringing the metaphordirtle. Thadée, with head in his hand, listens
to the silent music of the tapestry looming ovelt anbsuming the piano.

The tapestry-music metaphor, while made more exjplithese 1899 paintings, is
already apparent iklusicfrom the Vaquez suiteMusics synesthetic fusion of color, sound,
and tactile sensations expand the practice andstefriis modernist, fin-de-siécle discourse. In
a way, synesthesia harmonized with the Nabi désinreove beyond existing typological

boundaries and discrete categories of the sens#gmedium. From this perspective,

*15 The association between music and the texturextifes finds a precedent in Alfred de Lostalogsiew of
Wagner'sTristanin which he compares “the textureToistar’ to an Oriental carpet. “Revue musicazazette des
Beaux-Arts2" ser., 31 (March 1, 1885): 270. Cited in Leon&Ricturing Listening,” 270.

#1%|_eonard explores the function of the listenerite Inineteenth-century paintings of music makingyiag that
these representations give the listener a partmipa&ole in the creation of a piece of music (‘Bring Listening,”
276-77). One of Vuillard’s paintings that alsodregs to this 1899 serieBy the PianqSalomon and Cogeval,
Vuillard: The Inexhaustible Glanc¥/|-47), could be understood in these terms. Taieting is dominated by the
seated figure of Thadée listening to a tiny Misidhe background playing the piano.
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synesthesia complemented the Nabis’ mission to @glagnting with the decorative artiterior
with Figurescan be thought of as encompassing these paredietpupations of modernism: the
cross-sensory and the cross-media.

Besides the decoration’s engagement with synesthiésiclaim to modernism lies above
all in its manipulation of decorative referencé#t only do the paintings evoke tapestry, but the
evocation of millefleurs is achieved via anothanfmf mural decoration—the quintessentially
bourgeois ornament of wallpaper. Reprising théomamplicit in The Albunthat common
ornament serve as the basis for modern art, thedzapanels advance a more systematic
statement of modernist painting as transfiguratibdomestic bourgeois decoration.

An entry from Vuillard’s sketchbook makes the disi€onception of modernism more
clear. Along with his thoughts on chrysanthemurtedan the previous chapter, on that Friday
morning in October of 1894, he recorded his obgsermsa of every object and ornamental detail
in the room—their textures, their forms, their ¢sloThis mundane exercise prompted the
following reflections:

...this idea of the life surrounding us, of our liggurce of all our thoughts and

productions, this becomes modernism (paintingstefiors...) ... | was struck by the

abundance of ornament in all these objects. Theyaat one calls in bad taste, and if
they were not familiar to me they might be unbeklals an opportunity to think about
this label “in bad taste” that | am quick to say d@hat keeps me from looking... it's just
as difficult, even more so I think, but very insttive, to understand a vulgar thing...a
common thing, as it is to understand a beautifatesathing that has moved you. To thus

understand the world was, | believe, the directiaginally pointed out by those who
first spoke of the modern and moderrfity.

17 cette idée de la vie qui nous entoure de nogesources de toutes nos réflexions et productizeia,devient le
modernisme (les tableaux d'interieur ...) ...j'étappé de 'abondance d’'ornements de tous cessobijgisont ce
gue I'on appelle de mauvais godt et ils ne me eatgias familiers qu’ils me seraient peut-étre fipsutables.
C’est I'occasion de réfléchir sur cette apellatipr je dis rapidement ‘de mauvais godt’ et qui ngéahe de
regarder. ...c’est aussi difficile, méme plus je sronais trés instructif de comprendre une chosgawd ... une
chose commune qu’une belle chose consacrée quiavémai. Comprendre le monde ainsi, c’était jesciai
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For Vuillard, the ordinary bourgeois interior embemticontemporary life. This mindset
contrasts with Maillol, for example, who wrote irs Imotes for his tapestry book, “the word
modern has become synonymous with ugly and wosHfé% While Maillol turned away from
the “bad taste” of common ornament and tried taterartistic replacements, Vuillard
appreciated its place in contemporary life andnatied to salvage it by transforming it into art.
In the passage cited above from his notebook, afuilequates modern painting with
“paintings of interiors”; this did not mean thairgily depicting contemporary interiors qualified
as modernist art. Rather, | argue that Vuillawked to domestic ornament not just in terms of
subject matter, but also in terms of technique, masition, and decorative function to re-
conceptualize painting. Scholars have previouysécslated that Vuillard drew directly from the
decoration of Dr. Vaquez'’s library to credmeerior with Figures making the paintings a sort of
mirror of the room itself’® Unfortunately, no evidence survives of the pareiginal
installation to confirm or dispute this suppositiowhether the paintings reflected and continued
the ornamental scheme in which they were placedhether they are an amalgamation of
various domestic bourgeois interiors familiar toil\aud is however, beside the point. The
subject of the Vaquez panels serves to emphasidkaMis underlying decorative philosophy;
that is, how the paintings play with tapestry aradlpaper—the sacred and the vulgar—as

aesthetic models in order to exemplify the notibdexoration as the essence of modern art.

direction qu'indiquaient primitivement ceux qui [gent les premiers de moderne et de modernitétdliaec 26,
1894, fols. 51-52, Ms 5396. Translated by Eashatimnate Interiors 78.

*18“e mot moderne est devenu synonyme de laid salesiv’ Notes sur la tapisseriddusée Maillol.

19 Salomonyuillard témoignage40; Roger-Marx\uillard et son tempsl24; Georges, “Symbolisme et décor,”
105; Forgione, “Edouard Vuillard in the 1890s,” 10Farie-Pierre Salé, "La peinture décorative etdeor modern
en France au tournant du siécle,'180Q exh cat. (Paris: Galeries nationales du Grandi®#000), 116.
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Whenlnterior with Figureswas exhibited at the 1905 Salon d’automne, itiveck
contradictory reviews. Laertes remarked that thee[sa‘resembled wallpaper too muci®In a
similar vein, Maurice Guillemot criticized, "Vuilld, exaggerating his method, impatiently
makes trompe I'oeil tapestry, thereby spoilinglbigely decorative sense with his factufé”

As if responding to Guillemot, Charles Morice caened, “[Vuillard] is reproached for imitating
tapestry to the point of trompe I'oeil. Why is tiyjame not permitted, what does the eye have to
complain of if it is delicately amused? | imagi@t this imitation was dictated to the artist by
the very destination of the compositions; they@areaments painted to embellish our modern
interiors.”# These critics’ comments provide a useful framewafriwo intersecting binaries—
tapestry and wallpaper on the one hand, imitatgoa positive or negative trait on the other—
within which we can understand how the Vaquez mheictioned on a formal and conceptual
level. Before discussing the paintings furthemyvbeer, it is necessary to examine the reference
points for the critics’ reactions. | will therefol@ok at the use and perception of ancient
tapestries, imitation tapestries, and various tygegallpaper in nineteenth-century interiors and
then consider how the Vaquez panels might havegatgaith these diverse modes of mural
decoration.

Well-preserved, ancient tapestries were of couatevidely available for use in

bourgeois homes. Interior decoration manuals asduhat the average reader would only have

420 «ressemblent trop a des papiers peints” Laertss Salon d’automnel’a Dépéche de ToulousE3641 (October

28, 1905): 5.

*2Leyyillard, exagérant son procédé fait avec impatiedes trompe I'oeil de tapisserie, gate parctafa un joli
sentiment décoratif.” Maurice Guillemot, “L& Salon d’Automne,’L’Art et les artistes2 (October 1905): 51.
*22«0n |ui reproche d'imiter la tapisserie jusqu'anmper l'oeil. Pourquoi ce jeu ne serait-il pas pierrat de quoi se
plaindrait I'oeil, s'il est délicatement amuséiBigine que cette imitation a été dictée a 'arjpstela destination
méme de ses compositions; ce sont des ornements peur 'embellissement de nos intérieurs modetreharles
Morice, "Le Salon d’Automne Mercure de Franc®8, no. 203 (December 1, 1905): 385.
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some odd family heirlooms to work with, if anythiagall, and probably damaged ones at that.
Henri de Noussanne, for example, recommendéa iGolt dans 'ameublemefitasteful
Furnishing salvaging these old fragments and sewing newdrsridr them to create a sort of
refurbished tapestry panel for ornamenting one’sW& Ancient tapestries were thus to be
used sparingly, mainly in trgrand salonthe formal reception rooff* Thegrand salon
conveyed the public image of the family and Noussaadvised decorating it with items
collected over generations; it was not to be cceaght away from items bought in a department
store??® In general then, intact sets of ancient tapestriere reserved for the homes of wealthy
collectors or museums.

Instead, imitation tapestry became a new and rigergd during the fin-de-siécle to
respond to the demand of bourgeois consumers Igd&iadd an aristocratic touch to their
rooms. Promoters of this product also tied itsypayty to the state of affairs at the Gobelins—
both the fact that the national importance of tteuafactory was confirmed by the continuation
of its state subsidies, discussed in Chapter 2tlmdndeniable mediocrity of its productith.

If tapestry wasle rigueuras French mural decoration, but contemporary tapess dreadful
and ancient tapestry out of reach, imitation tapdsted the gap for a broad clientele. The most

popular designs were pastiches of Flemish verdgesse scenes after the Flemish artist David

23 Noussanned,e Godt dans I'ameublemer228.

“24 Although taste professionals agreed on this ptfiere was some debate about whether ancient tigsestiould
be used in the dining room, which could also bpaxs of formal reception and was sometimes indhgesspace as
the salon. Noussanne and Georges de Landemer memmohed it while Henry Havard advised against itbse
tapestries would absorb all the culinary odorsemdi up smelling foul. (Noussannes Godt dans I'ameublement
159; LandmerlLe Carnet des fiancailles.p.; Havardl’Art dans la Maison2:150).

% Noussannd,e Goiit dans I'ameublemeni51.

26| es Gobelins,La Liberté July 22, 1891, MN G.183; Godobba Peinture sur toile45; Louis Désiré, "L'Art
dans la TapisserieArt et Décoration2, Suppl. no. 3 (March 1898): n.p.
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Teniers the Younger, and Rococo works (Plates T)2&’ This range reveals the eclectic
historicism that dominated mainstream taste atithe.

Imitation tapestry was made from coarse-grain sttppad cotton or linen that were
professionally colore®® The coarseness of the fabric ensured the visitufithe weave, and
thus fostered the appearance of tapestry. Watedhaaints were specially formulated to absorb
into the fibers of the support without bleeding @vdke the appearance of dyes; they
furthermore left the fabric supple like a woven ¢iag. The Maison Binant seems to have been
the leading manufacturer of the canvas supportgshithey made in at least twenty different
grains. The company published several books angppkets on how to make painted tapestries
and stipulated whictoile Binantwas best for imitating Gobelins or Flemish tapestor
Beauvais and Aubusson works. They even recommeiimdsding a painted tapestry by
applying a layer of water dirtied from washing bres in order to create the effect of a soiled,
ancient tapestr§?° The Maison Binant claimed that imitation tapestas less expensive,
quicker to make, and physically fit into modern ipeents better than real tapestry. Nineteenth-
century urban apartments were of course much sntbhfie the medieval/Renaissance chateaux

or even Rococbotels particulierdor which ancient tapestries were sized. Imitat@apestries

2" Godon’sLa Peinture sur toileontains detailed instruction on how to paint eaw of these types.

28| have for example, found mention of a M. CleiélaFeldman, and the Ormesson firm who all pairiteitation
tapestries for sale on the open market. See Andrifel "L'Exposition au jour le jourlla France July 6, 1878,
MN G.277; Lux, "L'Exposition des Gobelins a I'Atlém"L'Indépendance RoueniaNovember 17, 1891, MN
G.183; and Désiré, "L'Art dans la Tapisserie". rEheas also amateur imitation tapestry, which ciadi of wall
hangings that bourgeois women would weave themselsing a specially manufactured loom that sinmeaifi
tapestry technique. Two options marketed in tH@0%8vere the Brignolas loom and thétier des feesSee "Les
Gobelins chez soil'e Matin December 2, 1891, MN G.183; "La Vraie Tapisseli@, Femme chez e|l&lovember
15, 1899, MN G.279; anda Revue Mameédecember 10, 1899, MN G.279.

*29M.C., Peinture sur toiles529.
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were made to order, preventing the deplorable je&of cutting down ancient tapestries to fit
modern apartments.

For this and other reasons, interior decorationuaknencouraged utilizing imitation
tapestry over the genuine article. Henri de Noussawrote that in his ideal house, “For reasons
of hygiene, | shun old and precious tapestriesntent myself with imitating in painting the
beautiful weavings of Flanders, Beauvais, and Gob&f*° The new dictates of sanitation
during the fin-de-siécle discouraged the use ofliyaeall coverings, especially in libraries,
because they were thought to trap dust and micribla¢svould damage book%: We might be
surprised that a product so blatantly derivativeidde promoted by taste professionals,
however imitation tapestry was touted as artigirdfvo reasons: it was possible, though not
usual, for an artist-decorator to create an origi@k, unlike a weaver at the state tapestry
manufactory of the Gobelins, who reproduced thégdes's cartoon; and imitation tapestry
possessed an illustrious historical pedigree inwa right. Julien Godon, in a booklet published
by the Maison Binant in 1885, and Jules La Forguerench correspondent for the British
Journal of Decorative Arin 1898, both cited a set of painted tapestrigh@Hotel-Dieu in
Reims from the fifteenth century as the originhi$tartistic mediunt>? Painted tapestry was

thus construed as part of the French artistictiadicomparable to woven tapestry.

30 par hygiéne, je repousse les vieilles et préeiemmpisseries. Je me contente d'imiter en peitgareeaux

points de Flandre, de Beauvais, des Gobelins." ddoouge] e Golt dans 'ameublemer07.

31 Havard cautions, “la poussiére est...la plus imfg#eannemi du livre,L’Art dans la maison2:220. Noussanne
advises extensively against using wallpaper inmitatielours because it traps dust and microbes3o0t dans
'ameublement]138-41).

432 Godon,La Peinture sur toile45-6; Jules La Forgue, "A Word on Tapestry. Pdges."Journal of Decorative
Art (July 1898): 175-7, MN G.279.
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On account of its historic origins, these tastdg@sionals set imitation tapestry against
wallpaper as a more legitimate and tasteful forrmafal decoration. In 1874, a reviewelLia
République Francaiserote, “Wallpaper, so fragile, is thus finding ifsehased from the place
it usurped, by the revival of a procedure practiceBrance since the Middle Ages until the end
of the eighteenth century® Contemporary to Noussanne’s manual cited eaMeg,. of the
Maison Binant declared that painted tapestry wakoing banal wallpaper, “to the rejoicing of
people of taste... As rich as it can be, next totfition tapestry] wallpaper seems shodtf{}. As
these comments imply, by the late nineteenth cgntallpaper had become the default mode of
mural decoration. The 1880s and 1890s witnessédtarspatterns of habitation. The
bourgeoisie no longer occupied family homes foregations, but rather moved around from
rented apartment to rented apartnféntvallpaper responded to the transiency of modéen |i
allowing nomadic tenants to economically paper @pdper their walls as needed and desired.
This shoddy, fragile ornament had seemingly naohysind no aesthetic value. Indeed, the
modern art impresario Julius Meier-Graefe calletipaper a “bad habit” that was “a practice so

r1**® He declared that wallpaper was

utterly divested of interest, so boring, so anngyi
intrinsically not decoration; it was only backgralya way to vary the wall surface and give it

texture.

4334 e papier peint, si fragile, se trouve ainsi c&@asde la place qu'il avait usurpée, par la remiseeeivre d'un
procédé pratiqué en France pendant tout le Moyernjtégu'a la fin du dix-huitieme siécle." "Des $cies
Historiques. CXXXII. Union centrale et nos Manufarets nationalesl'a République francais&eptember 4, 1874,
MN G.277.

*34«pour réjouir les gens de godt... Si riche qu'iltsté papier auprés d’elle semble mesquin.” MP€inture sur
toiles 530

“35 Eleb and Debarré,'Invention de I'habitation moderri7, 289-307.

438 G.M. Jacques [pseudonym of Julius Meier-Graef@gcoration murale et papier peintyt décoratif 19 (April
1900): 10; “une pratique si parfaitement denuédgait, si ennuyeuse, si agacante” G.M. JacquesD#écoration
murale des appartement#\ft décoratif41l (February 1902): 205.
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The type of wallpaper denigrated by these crities wiass-manufactured, mechanically
printed repeat patterns. However, a wide-rangingetsaof papers existed on the market for
every taste and budget. In the 1890s, Art Nouvesigds, like the stylized flowers depicted in
the Vaquez panels, were considered quite avanegar@rance and therefore had a small
market. These “artistic” papers, as opposed to mes&et historicist patterns, were often wood-
block printed or, if they were mechanically printéitey used higher quality paper and d{&s.
They were thus rather expensive and reservedroora elite and discerning clientele. Even
more luxurious were wallpaper décors, which comtdisingle images, not repeat patterns, and
were not mass produced. One type of these waltm®rs was known as the scenic paper,
which often featured exotic landscapes, such azilBraeven Boston (Plate 103). Scenic papers
were fabricated from multiple vertical strips, tieémber of which could be expanded or
contracted to fit the architectural demands. Awmqmapered with these images allowed the
inhabitant to become a sort of armchair travelevetoped in the rainforest or looking out onto
Boston Harbor. Also included in the category oflpagper décor were papers imitating tapestry
(Plate 104). These luxury products featured embgssd intaglio printing by hand.

Mimicking other materials, from tapestry to leatheas one of the hallmarks of
wallpaper in the nineteenth century, a charactettisat was celebrated by some and criticized
by others. Henry Havard deemed it the mediumise‘path” and approved of methods like
stamping and intaglio printing to simulate the itgeing of warps and weff§® These creative

uses of techniques were a demonstration of virtuslgll and ingenuity. By contrast, the

37 Cerman)_e Papier Peint Art Nouvead21-22; Bernard Jacqué, “Proliferation,” in HoskiRapered Wall177-
79.
% Havard L'Art dans la Maison1:241, 245-6.
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designer and critic Maurice-Pillard Verneuil comp&d, “What good are these coarse imitations
of tapestries...that don’t fool anyoné%"Verneuil's words echo the Salon criticism of the
Vaquez panels cited earlier. Both Laertes and &uitlt interpreted the resemblance of
Vuillard’s paintings to tapestry and wallpaper asak of failure; Guillemot even declared that
the decorative quality of the paintings was negéatetheir evocation of weaving. Nevertheless,
Charles Morice, also cited above, offered anotleesgective on imitation, redeeming it as a
clever game and a mark of modernityterior with Figuresis of course not meant to fool
anyone, but its resemblance to other forms of midgabration isneant to signify their
modernism.

When the contemporary critics described the Vagagels as trompe I'oeil tapestry,
they were not only associating the works with adnis and venerable French art; | argue that
they were also placing them within a more comméema fashionable context of interior
decoration. Scholars tend to isolate Vuillard witthe hermetic world of the Symbolist avant-
garde and have thus not explored how his worksaoted with the wider material culture of the
fin-de-siécle, with vulgar, common things. | propdbat the Vaquez panels can be understood as
playing with the trend of imitation tapestry. Paidtcopies of Flemish verdures, for example,
were considered appropriate decoration for an Hamiegeois library, like Vaquez's.
Noussanne claimed that a Gothic or Renaissanazwas the most appropriate for a libraty.
Moreover, Edouard Bajot, iDu choix et de la disposition des ameublementsydie(4898),

specifically prescribed Flemish verdures for ornatimg the walls of theabinet de travail

#39«A quoi bon faire des imitations grossiéres degsgries ou d'étoffes n'illusionnant personne ... &reuil,
Etude de la Plante: son application aux industdéart (Paris, n.d. [ca. 1897]). Reprinted in Bieri andqué,
Papiers peints Art nouvea@?2.

*0Noussanned,e Goit dans I'ameublemenit33.
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(study), which was often the same room as therljsfd The painted versions would then have
offered a more hygienic, dust-free, yet still agpanally aristocratic option.

Havard further advised that the male space oftidyshould “affect a grave, serious
and reserved demeanor. ...it should be a pleasard plaere one likes to shut oneself up, to
meditate, to think...**? Although Havard didn’t give specific recommendas in terms of
mural decoration for creating this male sanctuatlyer prescriptive literature filled in the
blanks. The designer Edme Couty in particular ftediithe psychophysiological reactions
elicited by the primary and secondary colors; fithim system, one could compose color
combinations to create the desired effect for @aom. “Violet,” he wrote, “is the basis of
expansive severity, soft melancholy, and mystieaéries...green...is the severity and coldness
of the deep and somber wood§*” Although | do not wish to imply that Vuillard folwed this
prescriptive literature, Couty’s publications reiaa understanding of color as used in interior
decoration during the fin-de-siécle that providepatext for the Vaquez panels.

Vuillard’s response to Henry Vaquez’s commissionpamted set of violet and green
imitation millefleurs—was therefore a clever reergretation of the expected bourgeois
ornament. Dr. Vaquez, as both an established meailtiee haute bourgeoisie and collector of
avant-garde French painting, must have apprecthteglay of reference¥? On the one hand,

Interior with Figurescould be read as realizing the artistic potemtiainitation tapestries.

“41 Bajot, Du Choix et de la Dispositior9. For the relationship between the study anditinary, see Havard, Art
dans la Maison2:219 and Eleb and Debartélnvention de I'habitation moderri,02.

4424| affectera une tenue grave, sérieuse, réservée soit un lieu aimable oul I'on aime & s'enfermenéditer, &
réfléchir...” Havard'Art dans la Maison2:213.

“43Edme Couty, “La décoration des tissus et du pageeenture. Conférence faite & I'Union Centrale Ags
décoratifs,"Revue des arts décoratifg, no. 6 (June 1897): 177.

44 For Vaquez, see Groordouard Vuillard 90-91.
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Instead of pastiches of ancient tapestries, Vuiltaeated an original work that alludes to
painted tapestry’s vaunted medieval origins. @ndther hand, by being set against the pastiche
of imitation tapestry, the Vaquez suite underscties’bad taste” of the latter, which it then
transforms, like a sort of alchemy, into art. Basit¢, in the form of popular bourgeois ornament,
thus becomes the basis of modern painting.

We could similarly comparmterior with Figuresto wallpaper imitating tapestry, which
served the same decorative function as paintedtigpaut was technically a different medium.
Both painted tapestry and wallpaper imitating tayesiowever, consisted of discrete panels set
off by borders. The Vaguez panels, by contrastticae into each other and are all implicitly
part of the same fictive interior, as suggestethieyfloral backdrop.Interior with Figuresis
more akin to scenic papers in this sense—they tounified decoration that transformed Dr.
Vaquez’s library into an indoor landscape. Althbulge Vaquez panels lack the compositional
flexibility of scenic papers because they couldm®extended or contracted to fit a different
interior, they are in a way composed of verticapst The two larger panels are exactly twice
the width of the smaller panels (154cm vs. 77cnd) thieir compositions neatly divide in the
middle as if they were made up of two separatpstf 77cm each. IMusic the dividing line
would be in between the two figures at the sidethaathe back. Thus one “strip” depicts the
woman at the table covered in fabrics with an emarsrvase of Queen Anne’s lace behind
her#**and the other strip features the pianist and béieace framed by the floral wallpaper and

striped rug, much like the Misia/piano/tapestrynpiaigs discussed above. Imtimité, the mirror

*45 Queen Anne’s lace was a popular flower in medisvahd Art Nouveau works. It was featured, foample, on

Eugéne Grasset's cover for tHestoire desQuatre Fils Aymor§1894), one of the most admired luxury books
amongst fin-de-siécle bibliophiles (Silvermadew Bibliopolis 40-42).
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and two figures in the doorway form one half, whiHe woman looking through the album of
prints dominates the other. Like scenic papersVtmpuez panels include the viewer in the
scene; the familiar domestic environment depicexbines a psychological extension of the
inhabitant’s space.

Interestingly, by 1900 a new product of machine-grotapestry came on the market that
seemed to draw from the flexibility of scenic papeilhe Maison Leclercq in Tourcoing,
discussed in Chapter 3, exhibited at the 1900 UWsaldExposition in Paris a “panneau scéne
antique” designed by Lionel Péraux and sold thraighBon Marché. It could be woven as
either one panel or two separate panels (Plate I0&)s the customer could purchase the half
entitledLe Chant the half entitled.a Danse both as separate panels, or the entire “song and
dance” depending on the size of the walls they @gdb ornament. Although this flexibility is
related to the tradition of Beauvais discussedhéngdrevious chapter, it was slightly different in
that like scenic papers, the Maison Leclercq otfahe option to extend the same scene and not
just supplement a decorative set with additionialteel scenes.

| bring up the example of the Maison Leclercq tsndastrate how tapestry and
wallpaper were imbricated, how there was a congacthiange between these mediums during
the fin-de-siecle. The Vaquez panels can be plageadrely within this dialogue, one that
Vuillard skillfully exploited. For example, the wd-beam ceiling and striped rug at the top and
bottom of the panels recall tapestry borders; h@wnethe fact that these borders are only at the
top and bottom liken them to the frieze and dada p&pered room. The frieze in particular was

an indispensable element of a wallpaper schemerdiog to taste professionals and interior
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decoration manuaf$® Interior with Figuresthus features the infinite horizontal extension
characteristic of wallpaper, as opposed to thelyjbatdered aspect of tapestry.

More significantly for our purposes, it is by walytbe patterned floral wallpaper
depicted in the Vaquez panels that millefleurs $éqyas brought into the circle of decorative
references. In some sense, Vuillard is construirigfheurs as the medieval version of
wallpaper, destabilizing our expectations of higl dow**’ This strategy comes directly out of
his belief that vulgar and sacred objects shouldive equal consideration in the praxis of
modernism. Besides the flowered backdrop, the bookWgorkingandChoosing a Bookould
also refer to wallpaper. Sham book spines werepalpowallpaper pattern in the mid nineteenth
century and Vuillard’s depiction of them could bplayful allusion to this “vulgar” bourgeois
mural decoratiofi*® Here again, he elevates bad taste with artisgjerinity. Like Henry Havard
cited earlier, Vuillard clearly appreciated wallpag capacity for mimicking other materials.
The Vaquez panels seem to revalue imitation aseeci of skill and invention, as a playful
manipulation of vision and touch, and ultimatelyaa®iodern characteristic of the bourgeois
interior. We can appreciate how aptly Charles Marntade this connection betwdaterior

with Figures imitation, and modern interiors.

448 G.M. Jacques, "La petite demeurArt décoratif,no. 7 (April 1899):2; G.M. Jacques, "Decoration alaret
papier peints,Art décoratif,no. 19 (April 1900):13; Verneuiktude de la Planté Bieri and Jacqudlapiers
peints Art nouvealb2.

*7 Millefleurs tapestries were often produced throagtut-and-paste method where stock figures wereated in
multiple panels on a standard floral backgrountieylwere therefore not necessarily luxury produbisigh the
examples Vuillard would have seen in the Cluny|etepwith silk thread, were of extremely high qtialiSee
Thomas P. Campbellapestry in the Renaissance: Art and Magnificers@. cat. (New York: Metropolitan
Museum of Art, 2002), 24.

48 Claude Roger-Marx perhaps hinted at this whendseribed the books as “livres désincarn¥siillard et son
temps 124.
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Wallpaper that simulated the texture and weavedédstry offered the conceptual model
of visual tactility that Vuillard strove for in hdecorative paintings. Vuillard employed the
unusual medium of distemper, @einture a la colleto achieve the tactile paint surface of the
Vaquez panel&?® Distemper produced a dry, matte surface whiclennaired with his stippled
brushwork, explicitly evokes the texture and appeee of woven wool. | would furthermore
argue that distemper allowed Vuillard to not onlplee the materiality of tapestry, but also the
artisanal experience of fabricating tapestry, deast a craft-based art. To make the medium, he
dissolved sheets of animal glue in a double boiléiis sticky binder was then mixed with dry
pigments, each color in a separate pot that hae &tirred continuously over a hot stove to keep
it from thickening. The colors dry lighter than erhfirst brushed on, so Vuillard had to test each
one on a scrap of paper before laying it on thee@anSometimes, he would notice a hue that he
liked while the paint sample was drying and woullert start the mixing process all over again to
recapture a color that was no longer before his.eynlike oil, distemper does not lend itself to
blending. Brushstrokes are laid down side by dide,one weft next to another, and one color
must dry before laying another color on top of it.

Distemper was thus a difficult medium to use fa tlensely patterned compositions and
delicately balanced color harmonies of the Vaquerts. Vuillard was not just squeezing paint
out of a tube, as he could have been if he usqubait. In fact, in a conservation report from

February 2000, Jean-Frangois Hulot commentedti@aipaint seems artisanally fabricated as

49 Forgione (“Edouard Vuillard in the 1890s,” chap. Bois (“On Matisse,” 89), GroonEflouard Vuillard,44)
and others have connected the artist's penchamuligtgmper to his use of it painting theater sdtse Album,
however, was executed in oil, perhaps due to tiomstraints. Oil was a faster medium to work witiol & uillard
had about a month to finish the whole decoration.
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indicated by some clusters of poorly ground pignié®t Scholars have explained that Vuillard
adopted this technique in order to temper theifgadie had with oil paints and slow down his
artistic decision-making process. Maillol exprebaesimilar sentiment to his patron Harry
Kessler when he said that he turned away from jp@ifitecause with tapestry, “I would be
obliged to put one tone next to another, withoig éxcessive dexterity"™ Like the resistance
to synthetic dyes and the resultant de-skillingy#rs discussed in the context of Maillol's
fabrication of natural dyes, Vuillard’s turn to gimper revalued craftsmanship and an acute
sense of color. Ironically, just as the Gobelirgevbeing criticized for their inveterate slowness,
the Nabis were seeking to emulate such laboriogsnélse comparison of Vuillard’s paint to
textile dyes might be extended to their very mateyi. According to another conservation
report from 2000, the purple and rose hues, whieltree dominant colors of the paintings, were
mixed from an organic lake red pigmérftLake pigments are made from precipitated dyes, in
this case probably madd®f the same material that Maillol used.

Vuillard stated several times in his sketchbdak he sought a way to systematize the

act of painting, to make it a routine method. Faaraple, on July 16, 1894 he writes that he is

4504 a peinture semble de fabrication artisanale cenfindiquent quelques amas de pigments mal brbyés.

Curatorial files, Musée du Petit Palais.
451 u:

je serais obligé de mettre un ton a c6té de l@udans cette trop grande habileté” Kessler Jaukngust 23,
1904, Musée Maillol.

%52 J.P. Rioux, Centre de recherche et de restaurdéismusees de France, June 26, 2000. Curatteim| Musée
du Petit Palais

53 New pigment analysis performed at the Nationalé®pl London on Vuillard'sTerasse at Vasou§t901,
reworked 1935) shows that one of the red lake pigeke used was derived from madder root. See Robbins
and Kate Stonor, “Past, Present, Memories: AnatyEidouard Vuillard’d.a Terasse at VasoiiyNational Gallery
Technical Bulletir33 (2012): 94-95.
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looking for “the tranquility of a worker —think bkoften to the Cluny tapestrie$* Here he
explicitly links the art-making process to tapesind values the model of artisan over artist. On
July 23 he continues this line of thought: “I canhe tranquil while thinking about work unless |
deliver myself from the idea of work by practicimgchanical work**° Vuillard clearly
associates this ideal of tranquility with the refpet nature of craft, as in the rhythmic
interlacing of warp and weft that is weaving. Tkiisd of unthinking, mechanical work was
previously the basis of criticism of avant-gardenpag. Reviewing the last Impressionist
exhibition in 1886, Emile Hennequin denigrated @esrSeurat'ta Grande Jattdor “the
absence of life in the figures whose contours aregpakingly filled in with colored dots as in a
tapestry. They are painted gobelins, just as @splet as the original§® The regularity and
routine appearance of Seurat’s brushwork provokiidscto associate his painting with the
anodyne production of the Gobelins, whose weavedistussed in Chapter 2, were likened to
automatons. Vulillard’s stippled, scumbled brushwostead prompted associations with the
anonymous, spiritually pure medieval weaver, théhodical but sensitive craftsman, thereby re-
investing pointillist facture with expressivity.

Nevertheless, the mention of mechanical work inllsitd’s notebook also brings into
play a more industrial model—the repetitive proagfssrinting wallpaper, for instance. This

mechanized process is reflected in the infiniteetéipn of the ornamental motif, also known as

454113 tranquilité d’un ouvrier—repenser souvent aapisseries de Cluny" Vuillard’s sketchbook, fod-44v, Ms
5396. Cf. Waldemar Georg®laillol (Paris: Librairie de France, 1927), 19 in which Nédiis quoted as saying an
artist must "avant tout, étre un parfait ouvriemionel."

%54Je ne pourrai avoir de tranquilité en pensartravail qu'en m'étant délivré de lidée de trapail habitude de
travail machinal." Vuillard’'s sketchbook, fol. 44Ms 5396.

5% Emile Hennequin, “Notes d’art: exposition dessiets indépendanted,4 Vie Modernel1 (September 1886).
For more negative comparisonslaf Grande Jattéo tapestry, see Stumpel, ‘The Grande Jatte’, 211.
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the repeat. For Vulillard, | believe that both tabrication and formal qualities of wallpaper
offered a way to re-conceptualize painting. Theeet, by nature, becomes background when
spread across a wall surface. Vuillard valued ghizlity of wallpaper and believed that modern
decoration should function similarly. He wrote iis Bketchbook on August 2, 1894, “Really as
apartment decoration, a subject that was too abgdgtprecise would easily become unbearable.
One would get tired less quickly of a furnishingria, of designs without too much literary
precision. **” Vuillard explicitly looked to the repeat as a mbide modern decoration’s role in
the interior. He recognized that his patrons wadmiel with his decoration, day in and day out; it
therefore had to form a backdrop to quotidian life.

This view diverges from that of Julius Meier-Gradte example, whose disdain for
patterned wallpaper was cited earlier. Meier-Gxdmdlieved that modern wall decoration
“should bethe most powerful center of interest in the roonA décor should not be the subject
of study; the eye must seize the ensemble and @d details in an instant, with the speed of
lightning.”**® Meier-Graefe clearly favored clarity of form atié primacy of vision. Such a
philosophy is the opposite of Vuillard’s, whoseistohct forms encouraged slow, desultory
looking over time, a looking that is better desedlas optical touching. Furthermore, according

to Vuillard’s nephew, Jacques Salomon, the argfieled that “the principle quality of a mural

457 “raiment comme décoration d’appartement un solpgéctivement trop précis deviendrait facilement
insupportable. On se lassera moins vite d'unde&tde dessins sans trop de précision littéraveillard’s
sketchbook, fol. 47v, Ms 5396.

458 «qoit étrele centre d'intérét le plus puissant du milieuUn décor ne doit pas étre un sujet d'étudepil daie
l'oeil en saisisse I'ensemble et tous les détdilsstant méme, avec la vitesse de I'éclair.” GIecques,
"Decoration murale et papier peintétt décoratif 19 (April 1900): 13, 21. This is not to say thMeier-Graefe
was against Vuillard and the Nabis’ decorative miss He was in fact a great supporter of the gr@ae Kuenzli,
Nabis and Intimate Modernisri58-59; Anger, “Modernism at Home” 215). Thougtsifitting that he chose to
display Ranson’s tapestries when he opened hiergathe Maison Moderne, as mentioned in Chapter 5.
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decoration consisted of not imposing itséff’Directly contrasting with Meier-Graefe, this
notion is instead similar to Verneuil’s dictatettiaxallpaper “should not attract the eye, but
should be able to satisfy it if the eye happensatice it":**° or Havard’s advice that tfeabinet

de travailshould be ornamented with objects that “don't isgpthemselves,” but rather ones that
are discovered by the “distracted eye”; meaninguorent that doesn’t interrupt one’s train of
thought but rather provides respite for the niiffd.

We could thus call Vuillard’s philosophy, modernedeation-as-wallflower, playing with
the idiomatic English expression that likens reedpself-effacing people to wallpaper; rather
than impose their presence, they blend into th&dracnd. More apt still, the equivalent
expression in French for wallflowerfigire tapisseriewhich could be translated literally as “to
act like a tapestry.” Embedded in the French lagguhen is the idea that mural decoration
should stay in the background and not try to ghabattention of the inhabitants of the room. In
some ways, the Vaquez panels respond to thesectigna for modern decoration. The
imprecise subject matter combined with the denstepes—after the millefleurs model—creates
a generalized, enigmatic decoration that can aceomgaily life. The suite depicts self-
effacing figures, many of whomont tapisseridoy blending into the background. Their
unobtrusive character reflects the function ofdbeeoration as a backdrop sensed in the
periphery of vision. In reviewing the work at th@05 Salon d’automne, Franc¢ois Monod

intimated as much when he praised the suite aglia@riental carpet that one looks at without

59 SalomonVuillard témoignage60

0« attirant pas le regard, mais pouvant le saiisfaependant si I'oeil vient & le découvrir.” Veuil, Etude de la
plantein Bieri and JacquéRapiers peints Art Nouveag2.

14| faut, en effet, que I'oeil distrait devine cbsaux objets plutdt qu'il n’en soit obsédé. Iltfgu'il les cherche
et non pas qu'ils s'imposent. lls ne doivent jasr@étourner la pensée de son cours.” HaudAtt dans la Maison
2:214.
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thinking of anything.*®? Vuillard’s decoration was meant to seep intottheonscious, to
slowly and subtly shape the inhabitant’s psycha sympathetic exchange.

And yet for Vuillard, unassuming did not mean imsfigant. His aesthetic of self-
effacement was in fact a bold re-conception of mogainting as bourgeois ornament
transformed. Notably, the floral wallpaper in thadWiez panels almost takes over the entire
decoration to become the center of attention, ¥siifard wanted to emphasize the importance
of this often disparaged medium for his theory aldernism. Wallpaper was the ultimate
modern material because its ephemerality suiteditiexant reality of urban life. Not
surprisingly, Meier-Graefe blamed this modern noisrad the transient situation of the renter,

for the lack of taste and investment in contempodecoratior'®®

Vuillard instead viewed this
fact of contemporary life in a positive light, as@ndition of modernity to be taken into account.

Indeed, tapestry could also be construed as suhisgnodern nomadism. As discussed
earlier, tapestry sets were treated as portablis walhe Middle Ages, taken from one seasonal
home to the next, as the Natansons did withtAlbem Althoughinterior with Figureswas

painted for the lighting and particular installatim Dr. Vaquez’s library, Vaquez took the

paintings with him when he moved and Vulillard pblsre-installed them in the doctor’s dining

4%2«yn riche tapis d’Orient qu’on regarderait sanage a rien" Francois Monod, "Le Salon d’automAget
Décoration v. 18 (Nov 1905): 200. The model of the Asiarpedis a separate topic of discussion that wotitthb
in issues of Orientalism, colonialism, etc. | beé Vuillard focused on the model of tapestry [melyi for its
French associations. Jérémie Cerman made an mpiacison between wallpaper and music that is agiplécto the
notion offaire tapisserie He writes that the repeat functions like Eriki§atrepetitive compositions, which were
meant to be a sound background that was heardatridtened tol(e Papier peint Art Nouvead7-18). Kuenzli
interprets Vuillard’s desire for his decorationgmunnoticed as part of his musical aesthetichiclvline and
color would invade the viewer like the sound vilmas of music and form part of his mental unconssipNabis
and Intimate Modernisn¥,7 and 86).

483 G.M. Jacques, "Petits appartemenégt'décoratifno. 35 (Aug 1901): 200
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room/salon in 1907°* In this sense, they assumed the aristocratiof@ncient tapestries,
portable walls passed down from generation to geioer. Charles Morice implied such an
interpretation when he compared the colors to Sthi¢ and extinguished tones of tapestry, of
wool.”*®® Interior with Figures muted palette allows the decoration to quietlisein the room,
as if it had been there for decades, like a famgyloom fading gradually in the sunlight
streaming in from the windows. And yet, the expece of haptic wholeness and the time-
honored craft of tapestry, refuted the sense ofenothstability. Perhaps this simultaneous
prefiguration and refutation of modern nomadism ye@tsanother reason why tapestry was such
a compelling reference point for Vuillaftf

When Vuillard recorded installing panels for Dr.q¢eez on November 6, 1907, he also
indicated receiving a new commissiomémande nouvelle de panneguxThis new
commission was cancelled the next year and Vuillastead helped Vaquez pick out
wallpaper®” In an ironic twist of events, Vuillard’s philosmpwas taken to its logical extreme
in this instance: the role of decorator supersedatof painter. Although it would be glib to say
that wallpaper could substitute for Vuillard’s momental paintings, the latter certainly operated
within this nexus of different modes of mural dext@n. Wallpaper and tapestry, as interpreted

by Vuillard in the Vaquez panels, were two sidethefsame coin. This binary of the beautiful

44 \vuillard used different ground colors for the tpairs of panels in the suiténtimité andMusicare painted on a
light blue-grey ground and/orkingandChoosing a Bookn an ochre ground. This was supposed to take int
account the installation of the larger panels agatme light and the smaller panels across frondwivs in full
sunlight. Salé, "La peinture decorative,” 116.

Vuillard’s journal, November 6, 1907: “Chez VaquezEmplacement des panneaux. Salle a manger sdlen."
5397

%5 “es tons éteints et doux de la tapisserie, daite," Morice, "Le Salon d’Automne," 385.

%8| thank Brendan Sullivan for this suggestion.

%" See GroomEdouard Vuillard 96, 226n152 and Girard, “Le Journal d’Edouardidd,” 2:9.
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and the vulgar, historical and modern, elite angsntapestry and wallpaper, was for Vuillard

the crux of modern art.
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EPILOGUE

Vuillard continued to draw inspiration from tapgsthroughout the 1890s and indeed,
throughout his artistic career. However, his tayesesthetic shifted from a perceptual and
conceptual approach to a more purely imitative améhe twentieth century approached. And
his relationship with ancient tapestry grew inchegly nostalgic as the twentieth century
progressed. By way of conclusion, | will briefhate the fate of Vuillard’'s tapestry aesthetic
through subsequent decorative commissions and goasdy, how tapestry was buried in the
discourse of modernism. | will suggest how tapestas, so to speak, swept under the rug of the
new decorative paradigm of the ascendant Henridgelt®

Still working in the mode of he Albumand the Vaquez panels, Vuillard painted a pair of
decorative panels in distemper for the grand saldhe Paris apartment of his high school
friend, Jean Schopfer in 1898 (Plates 106a-b)s Phir, posthumously entitléicthe Garden of
Le Relais at Villeneuve-sur-Yonmweas dubbed by Claude Roger-Marx as Vulillard’s
masterpiecé®® They rival the Vaquez panels in representingefiieome of Vuillard’s tapestry
aesthetic. The mottled brushwork, muted paletid,layering of patterns are here mobilized in a
plein-air setting, moving the intimate interior ses of women among flowers outdoors.

Although theGarden of Le Relaisontinues to exploit the material and perceptualots of

“%8 Joseph Masheck has coined the phrase “carpetigarath describe the formalism of modernist paigtinwhile
this expression does recover the repressed ogimodernist painting theory in the “minor” field design and the
decorative arts, | prefer to use the model of pdriurnishing fabrics to discuss Matisse’s paintmthis context for
reasons that are outlined below. Matisse was oifseogreatly influenced by Islamic art, which thedal of the
Oriental carpet addresses; his use of this non-&ktestadition forms another important point of gast with
Vuillard that is unfortunately outside the scopdhi$ epilogue.

%9 Roger-MarxVuillard et son temp,27.
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tapestry, the change to a garden setting introdaicésnitative dimension to the panels’
relationship to the medium. They are, in otherdgocloser to imitation verdures or millefleurs
than their predecessors.

Vuillard underscores this new mimetic aspect whih $ize and motifs of the Schopfer
panels. The Garden of Le Relameasures about seven feet by five feet (214 xrbilite
largest of Vuillard’s decorations to date and tthesone that most closely approximated the size
of actual tapestriesThe Embroideryrom Seignorial Life(Plate 96), for example, measures 260
x 224cm. Furthermore, Vuillard includes animalsagned in the vegetation— a dog in the left-
hand panelWwomen Reading on a Benemd a rabbit the right-hand pan&oman Seated in an
Armchair—that were characteristic of millefleurs tapestry.

Not that the breathtaking Schopfer panels were Imderivative. In theGarden of Le
Relais Vuillard experimented with blurring the line beten genres, and made decoration out of
portraiture?’® Instead of the anonymous figures of his previmramissions, Vuillard has
populated Schopfer’s decoration with his own frie'éfomen Reading on a Bendépicts
Bonnard playing with a dog seated next to Marthdidlevife of Thadée’s younger brother
Alfred;*"* Woman Seated in an Armchgdieatures Misia half-asleep in a rocking chaitwier
brother Cipa standing beside her. Although Schdmdé visited the garden of Thadée and

Misia’s rented country home the summer before Hreefs were painted, the circle of friends

*"01n this way, the Schopfer panels look forward illdrd’s later production of large-scale, distempeciety
portraits, in which the accumulation of decoratifail maintains a tapestry-like richness of ornaime

*"1 The woman has long been identified as Marthe dkgl Bonnard’s companion, however Salomon and
Cogeval’s catalogue raisonné have establishedhbdtgure is Marthe Mellot\uillard: The Inexhaustible Glance
2:517).
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depicted were the artist’'s and not the patron'shapfer had married a New York heiress, Alice
Wetherbee, in 1895 and consequently moved in nristeratic circles.

The odd choice to depict Vuillard’s intimates apaged to Schopfer’s in a decoration
meant for the latter’'s home could be explainedrasféort to make a sort of souvenir. Schopfer
commissioned the set shortly after his summer sojatiLe Relais, so it is appropriate that a
typical scene from that summer would serve asubgst for the decoration. Or we could
rationalize it as the artistiatimismetaken to the extreme. Vuillard had discusseuisn
notebooks the advantages of painting the famikar the new or exotic: “in front of forms, of
objects already known, the soul invents a novedetsa new idea, unhampered by the exterior
modifications that forms or so-called new objeatsspnt, whose correspondence with forms and
formulas already acquired occupies one to therdetrt of one’s faculty of inventiorf** For
Vuillard, the familiar allowed for greater artisexperimentation.

In support of this latter hypothesis, Vuillard wdwdgain paint a scene related to his
personal life and unrelated to his patron’s life ext decorative commission. Adam Natanson,
the father of the Natanson brothers, engaged Vdittaexecute panels for the library of his
Paris apartment in 1899. The artist responded avghir of enormous paintingsirst Fruits and
Window Overlooking th&/oods depicting the countryside around Ker-Xavier Relisshome
in L’Etang-la-Ville in the Tle-de-France region é@és 107a-b). Roussel had married Vuillard’s

sister in 1895 and the couple had a daughter, Aenat1898. This joyous event was the reason

4"2«devant des formes, des objets déja sus, I'amentevun nouvel aspect, une idée nouvelle, non géméles
modifications extérieures que présentent des fordesobjets soi-disant nouveaux, dont la corredmace avec les
formes et formules déja acquises l'occuperait nnaént de sa faculté d'invention." Vuillard skdiclok, dated
1891-93, fols. 75-76, Ms 5396. Kimberly Jones &xa@gied that the use of Vuillard’s personal lifalas subject of
his decorations for others "is an indication of ¢ixeeptional lattitude accorded Vuillard" by higrnpas (Cogeval,
Edouard Vuillard 204).
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for Vuillard’s frequent trips and long stays in tite-de-France beginning in that year. Several
letters written in the summer of 1899 attest tolMual’s growing familiarity with and affection
for the region, and his idea to make this lands¢hpesubject of his decoration.

He wrote to Vallotton on July 26, 1899: “I have besry preoccupied with the paintings
to be done for the rue Jouffroy. | see them moearty now. For the past week, long walks in
lovely weather and torrid heat which has not batene have rekindled my interest in things,
skies, trees, above all the little flowers one selesn walking with head down, and | think | will
find useable material in thi$*® And to Denis several days later: “I've been gettio know the
valley of Etang la Ville rather well and am morelanore delighted that | have come here to
nest...l begin to understand the pleasure that yga magetting to know countries and why
traveling is often so insipid for mé™ Here Vuillard again extols the benefits of stegpi
himself in the familiar. His immersion in the te-France landscape renewed him the way
traveling to foreign countries revitalized Denis.

Vuillard’s resulting decoration for Adam Natansaegents a noticeable departure from
his hallmark tapestry aesthetic. The stippled lbmgsk, though still present, is now
intermingled with flat planes of color. The bireBye view of a landscape dotted with tiny
figures is the opposite of his previous focus dhdoale women in interiors. Even the Schopfer

panels, though set outdoors, had the feeling @rmtosed interior scene. The-de-France

73 me suis beaucoup préoccupé des peintureserta Jouffroy. J'y vois plus clair maintenantpDie une

huitaine, de grandes promenades par un beau tearape ehaleur torride dont je ne souffre pas nfaihteprendre
intérét aux choses, aux ciels, aux arbres, auxdies surtout qu'on regarde en se promenantaésglet je pense y
trouver matiére exploitable.” Vuillard to Vallottpduly 26, 1899, published in Guisan and Jakubelix Vallotton,
Edouard Vuillard 15.

474“Je commence a connaitre assez bien le valloliEting la Ville et me félicite de plus en plus @#étenu m'y
nicher... Je commence a comprendre le plaisir qus poenez a connaitre des pays et pourquoi un vaatge
souvent si insipide pour moi.” Vuillard to DenisilyJ 31, 1899, MMD, Ms 12097
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Landscapesfurthermore, were painted in oil. Thick layefsshiny oil paint in various parts of
the canvases provide a very different surface effem his more typical method of thinly
painted distemper. Instead of referencing the nadity of tapestry, Vuillard here tries his hand
at painting “high-art” imitation tapestries, blurg the line even more between art and bourgeois
ornament. He includes a border around all fouesiof both works, which he had not done in
any of his previous decorations. And he againgased the size of his panels. Just a year after
executing the Schopfer panels, theede-France Landscapesirpassed them as Vuillard’s
largest decoration to date, witirst Fruits measuring fourteen feet wide andndow
Overlooking theNoodstwelve feet wide. These paintings were bigger th@me millefleurs
tapestries and about the same size as some savbnateatury verdures, such las Rondanade
at Aubusson (Plate 100).

Interestingly, Vuillard painted tHée-de-France Landscapes the same time that he
was working on the series of Misia/piano/tapestcpypes discussed in Chapter 8. In these
intimiste works, Vuillard paints a tapestry lika Rondento the paintings. With thie-de-
France Landscape$e thus realizes what is implicit in those eas@hfings—painted verdures
that serve as the main decoration of a room. fti&five intent of the decorative panels is
underscored by the fact that Vuillard referrednenh as “verdures” in the letter to Denis cited
above, and exhibited them ¥erduresat the 1904 Salon d’Automne. It is fitting thaésle
imitation verdures were meant for an haut bourgew@s’s library, exactly the kind of ornament
prescribed for such a space. Thede-France Landscapdslfill the expectations that might
have originally been in place for the Vaquez pgresl Dr. Vaquez been a more conservative

patron.
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Adam Natanson was indeed that kind of patron. idendt share the avant-garde taste of
his sons, and Gloria Groom has speculated thatééhadd Misia were behind the commission
as they were living with the elder Natanson at tine. Groom further suggests that Vuillard
catered to Adam'’s old-fashioned taste with thesddaapes, thus explaining their difference
from the artist's previous endeavors in this getifewe could also look at Vuillard’s change of
style as part of his experimentation with the faanil If in the early 1890s, working with
familiar motifs allowed him to upend conventionsspbce, form, and facture, by 1900, perhaps,
experimentation meant working in a more classidg@m. Thelle-de-France Landscapesaw
not only from seventeenth-century verdures, bu &tsm the murals of Puvis de Chavannes,
who ultimately harkened back to Nicholas Poussie,great seventeenth-century French
classical painter. Puvis had just died in 1898ctvimay have prompted Vuillard to take stock
of his work anew. Several scholars have notedthealandscapes, especially in their borders,
are reminiscent of Puvis’s murals in Amiens and déiie’’®

Despite their stylistic differences, Kimberly Jorse®s théle-de-France Landscapes
part of a coherent progression of Vuillard’s oetngtee claims that they take Vuillard’s tapestry
experiments to their logical conclusidf. Jones implies that after flirting with tapestsyan
aesthetic model for so long, the inevitable neap stas to paint a version of imitation tapestry.
If we extrapolate further from this line of thougttte next logical question would be, did

Vuillard ever design an actual tapestry? Did hergaint a tapestry cartoon? The simple

*75 Groom,Edouard Vuillard,123 and 130.

478 Roger-MarxVuillard et son temps,39; Thomsonyuillard, 48; Bouillon,“Puvis de Chavannes and the Nabis,”
109; Salomon and Cogevaluillard: The Inexhaustible Glancg;575.

477 Jones in CogevaEdouard Vuillard 204
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answer to these questions seems to be no. Therbawever, various tantalizing indications
that he may have had such a project in mind spgrthimyears before and after World War |I.
From November 1910 to April 1911, Vuillard worked & decorative commission
entitled, The Library(La Bibliothequé (Plate 108), for an American heiress living ini®a
Marguerite Chapin. This work, going even furtheart the Misia/piano/tapestry pictures,
features a fully realized tapestry painted intohltkart of the composition, serving as its focal
point. Vuillard moves from imitating tapestry inetile-de-France Landscape® representing
one inThe Library One could argue that this shift brought him step closer to the seemingly
“logical conclusion” of designing a real tapestiyhe tapestry iffhe Libraryis in fact an
invention on Vulillard’s part: its composition isrdeed from Titian’'sAdam and Evéca. 1550),
which Vuillard had recently seen at the Prado dyaririp to Madrid in September 1910; and, as
Guy Cogeval has pointed out, the idea of paintitapastry into the center of the picture as an
allegorical foil to the mundane activities of tleedground figures is indebted to Velazqueiz'e
Spinnergca. 1657), also at the Prati8. As with thelle-de-France Landscapg¥uillard
reached back to Renaissance/Baroque models toogeMee Library as opposed to the
medieval models that guided his aesthetic choirtéisa 1890s.
While working onThe Library Vuillard made several trips to the Gobelins aates in
his journal having various conversations with fderabout tapestry and the Gobelins. On March

25 and 30, 1911, Vuillard visited the Gobelinsdelsinspiration or distraction from his Chapin

4’8 \uillard sent postcards @fdam and EvandThe Spinnerso Roussel and his mother, respectively. Saloamh
CogevalVuillard: The Inexhaustible Glan¢&:1110.
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commissiort.’® On the latter date, he records spending an hihrtiae dye chemist to confirm

ideas of his. On March 18, 1911 he notes discgdsipestries with Gustave Geffroy (the current
director of the Gobelins) and Roussel while at luatDr. Vaquez'’s apartmefft! and on April

15, 1911, he has a long conversation with Antoire8co on “my panel tapestry and the
Gobelins.*® These visits and discussions have been explaimedeticulous research for the
depiction of his own fabricated Renaissance/Bardgpestry. However, given their intensity
(one hour with a dye chemist!) and the time Geffimyk out of his schedule as a busy new
director, | wonder if they might also signal dissiesis of Vuillard possibly designing a tapestry
for the Gobelins.

Geffroy, who was appointed director of the Gobeim4908, was a longtime friend and
supporter of Vuillard. He was among the firstaitics to identify the artist’s burgeoning
tapestry aesthetic; in a review of an 1893 Nabilaibn, he raved about, “his painting which
makes one think of the woolly back of a tapestriyicly expresses in a new way the density of
bodies, the gold and silver of light and the vebvieshadows**? Geffroy’s appointment was an

event that merited recording in Vuillard’s lacofoarnal. It would not be surprising that the

*vuillard journal, March 25, 1911, Ms 5397: “tréérdngé de mon panneau. vais Gobelins grandes satixc
Geffroy me confirme mes idées sur cette histoapisserie de Ferrare, les métiers. les ouvriefesdausses et
justes...remonte déjeuner chez Bonnard...(bordureapisseries ferraraise).”

March 30, 1911: "Vais aux Gobelins...passe 1 heuez ahimiste teinturier confirmation de toiles m#éas. vais
déjeuner enchanté a la table de Geffroy”

“8%\/uillard journal, March 18, 1911, Ms 5397: “vaiéjduner chez Vaquez avec Ker et Geffroy. Forteimelis
Tapisseries.” At this time, Geffroy was pursuingmét to design a model for the Savonnerie basddson
Waterliliesseries. Dr. Vaquez often acted as chauffeur duvloget’s visits to Paris from Giverny. Monet was i
fact scheduled to visit the second week of Ap@I11 (Vittet, "Claude Monet et les Gobelins," 1056,this project
could have been part of the lunch discussion. émeimagine that Monet's involvement with the Gatgelvould
have encouraged Vuillard to do likewise, as theeteidmired the older Impressionist artist.

“*8Lvuillard journal, April 15, 1911, Ms 5397: “longuwmnversation [avec Antoine Bibesco] sur mon panriea
tapisserie et les Gobelins”

82 Geffroy, La vie artistique:295-96.
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relatively new director would begin talks with ookehis favored artists while that artist was
researching tapestry for his own purposes. laisl o imagine a director providing an artist
such access to the details of tapestry making agishg so much attention to him, even if he was
an old friend, if he wasn’t cultivating him for afficial commission.

This mysterious thread would not be picked up agati May 24, 1917 when Vuillard
records another detailed visit to the Gobelinse ‘ittom, the precise design required by the
weaver; question revived, the head of the workshopossible to have the ancient blues; ...
very excited.” Was the revived question that \ardl was so excited about an impending
commission first discussed with Geffroy in 19117%ilMird’s meeting with the head of the
tapestry workshop; his inquiries into ancient bilyes; and his observations on the finish of the
cartoons that the weavers required, all point Wlvement in some sort of unrealized project.
His visit was too pointed and detailed to be jusiwist outing. As late as 1923, Geffroy
mentioned Vuillard as one of the artists who “hbaeen asked but have not yet accepted” a
commission from the Gobelir{&®

In any case it seems that Vuillard never desigmedcaual tapestry. Though he painted
“high-art” imitation tapestries in the form of thie-de-France Landscapesd depicted an
invented tapestry ifihe Library he was ultimately not interested in creating nmodapestry.

He remained inspired by historical tapestries amdel for modern painting. The 1918

distemper decorative panélpliage—Oak Tree and Fruit Sell@Plate 109)js a case in point.

483.0n ¢té appelés, mais ne sont pas encore venugustave Geffroyl.es GobelingParis: Nilsson, 1923), IIl.
This long courting process seems to have been commader Geffroy’s administration. Geffroy begamiting
Monet as soon as he became director in 1908 andtillgsursuing him in 1921 (see Vittet, "Claude it et les
Gobelins"). Geffroy also asked Denis to designpaséry. In a letter from Geffroy to Denis datedegd@b, 1912
(MMD, Ms 4447), the former suggests "aspects déettie-France" as a subject for a Gobelins tapestrymission.
Denis would not design a tapestry for the Gobalin#l 1930 (see Joubert et dlistoire de la Tapisserie€348).
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Here Vuillard joins his hallmark tapestry aesthetith a composition and figure that
deliberately recall a panel from one of the graasgsestry sets at the Louvighe Month of July
from The Hunts of Maximilie(1531-33, Plate 11d§* This decoration notwithstanding, in the
twentieth century, tapestry seemed to have acqamether metaphorical dimension for
Vuillard, that of the palimpsest.

With the vicissitudes of life—marriages, divorcdeaths, moves—Vuillard’s decorative
panels in the early twentieth century were oftenoeed from the interiors, and sometimes from
the patrons, for which they were designed. Foryhwdrihese relocations, Vuillard retouched
and often dramatically reworked his old composgissometimes at the request of the owner and
sometimes of his own volitionThe Librarywas reworked in 1914, after Marguerite Chapin
married an Italian count and returned the panéVuitiard’s devastation; Vuillard possibly
added the woman in the dark dress at*féftA panel for the Bibesco princes painted around
1900, The Lilacs was repainted in 1908 to harmonize with two nesdgnmissioned panels for
the princes’ new apartmerithe HaystackndThe Alley These in turn were somewhat
obsessively reworked in various campaigns from 1@28many years after they were returned
to the artist following Emmanuel Bibesco’s suicidel917. A decoration for the country villa
of the art dealers, Josse and Gaston Bernheimparaged from 1911-14 and reworked in 1934,
when the brothers sold their villa. Vuillard madte irregularly shaped, custom-built panels

rectangular, presumably to make them more saleable.

“84 For this comparison, see Salomon and Cog#&illard: The Inexhaustible Glancg;1301.

*85 Chapin’s marriage was actually announced in Oat@Bé1, less than six months after Vuillard deled:his
panel. The artist reworked the painting for anileixion at the Manzi gallery in 1914. Groom suggelsthat
Vuillard added the figure at left (Groofdouard Vuillard,198).
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Most interestingly, a third large panel paintedJean Schopfer in 190The Terrace at
Vasouywas cut into two and repainted in 1935, after ptdrohad died and his widow had to
move. Vuillard made extensive changes to the nevdgted pair of panel$he GarderandThe
Lunch(Plates 111a-b). Some changes were purely foatalying the severed panels to stand
as independent works. Others point to a more ptydhical attempt to replace the past with the
present, to expunge and revise life and time. mbst significant alteration is the addition of
Lucy Hessel, pictured ifthe Garderat left in white, and sitting ifihe Lunchat right with her
elbow leaning on the table. Lucy, who was thedagler Jos Hessel's wife, had replaced Misia
in the early twentieth century as Vuillard’s muskhe artist’'s move from the bohemigevue
Blanchecircle of the Natansons, broken up by Misia anddBegs divorce, to the more haute
bourgeois circle of the Hessels, was a signifistuit in patronage, one that prompted his
transformation into a society portraitist in theetvieth century. Lucy’s presence in the
repainted panels, erasing and replacing otherd&fif transforms them into a document of the
vagaries of life and the passage of time; they bmeca palimpsest of memories, with the present
overlaying a past that still tends to assert its&#fThe LunchlLucy is seated next to Misia, her
predecessor in Vuillard’s affections, the past tr@present strangely juxtaposed. The notion of
the palimpsest is physically expressed in the etbsiurface of the paintings, which present an
accumulation of layer upon encrusted layer.

Historical tapestries similarly bear the physicates of time and changes in ownership.

Various campaigns of restoration, for instancevédayers of often visible reweavings. A

8¢ \uillard’s adding and replacing of figures is neeibusly detailed by Robbins and Stonor “Past, &hes
Memories,” 101-2, 104-6.
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particularly calculating and emblematic exampleevfeaving as connected to ownership can be
found in the origin story of the Gobelins. In 166&buis XIV imprisoned Nicholas Fouquet, his
parvenu finance minister who had upstaged him thighmagnificence of his chateau, Vaux-le-
Vicomte. The king subsequently confiscated aFofiquet’s artistic treasures and
commissioned the same team of architect, gardegras and painter that built Vaux to
construct Versailles, which was to be the ne pltra of royal residences. The spirit of artistic
collaboration that created Vaux was to be supetsbgiehe monarchical unity of Versaill&¥.
Included in the mass repossession were the tagestidde for Vaux by weavers that Fouquet
had enticed over to France from Flanders. Thesaere and their unfinished as well as
finished tapestries became the foundation of the nogal tapestry manufactory; it was
established on the former grounds of the Gobeénsl’'s dye workshop in 1662. Claire
Goldstein has traced the process of “erasure anscrgtion” of the appropriated tapestries,
principally through the borders of the set entitlBde Story of Constantifi8® Fouquet's former
weavers, now Gobelins weavers, unwove Fouquetigniasin Constantinég borders and
rewove them with the king’'s emblems. Thus, thda paser and past site were erased and
replaced with the present one through the worksgma.

Although the violence of this narrative with itsemgla of political power has no
connection to Vuillard, the way in which tapestupports the process of erasure and rewriting
provided another dimension of interest for thesartvho was so obsessively reworking past,

discarded commissions in the twentieth centuryTHa Terrace at Vasouyuillard made one

487 GoldsteinVaux and Versailles76, 85.
88 |hid., 67, 81.
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ostensibly insignificant change in 1935 that imaki the reweaving donstantiné borders.

He repainted the brickwork of the edge of the hpakanging it from the plain red brick of the
first state, to the present pattern of alternatedyand pale brick. This minor alteration actually
cemented the identification of place and miliethie panel. As Anne Robbins and Katie Stonor
have demonstrated, the plain brick edge was agedondth Le Relais, Thadée and Misia’s
country home in Villeneuve, and Vuillard had padhteto match the first pair of Schopfer

panels’®

When theTerracewas returned to Vuillard to be reworked and solrdpainted the
brickwork to represent the fagcade of the villa lexréisse. Lucy and Jos Hessel had rented this
villa in the Normandy village of Vasouy during teemmer of 1901. Thus, this marginal change
signaled the move from Burgundy to Normandy, fré@ milieu of the bohemian Natansons to
the conservative Hessels, replacing if not erasmgwith the other.

Vuillard’s compulsive reworking of old paintings the twentieth century introduced a
tone of nostalgia to his tapestry aesthetic. Altfioin the 1890s, his historicist medievalism was
a radical form of modernism, in the twentieth centhis gravitation towards
Renaissance/Baroque models seems to have corresptid more purely retrospective
outlook. The fact that he exhibited the classycaibspired, five-year-oldle-de-France
Landscapest the 1904 Salon d’Automne is indicative of a @ethmindset. Moreover, at the
1905 Salon d’Automne, most famous for the debuhefFauves led by Matisse, Vulillard
displayed even older work, the Vaquez (1896) arttbfer panels (1898).

Some critics appreciated Vuillard’s offerings ottee cacophony of the infamous Salle

VIl of the 1905 Salon d’Automne. Camille Maucldrclared that Vuillard’s work “gave all

89 Robbins and Stonor, “Past, Present, Memories 99:8-
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around a silent and beautiful lesson” to “the dident ugliness and pretentious ignorance” of
the as-yet unnamed, upstart artists in Salle*lllronically, he described Vuillard’s work as
exhibiting “une harmonie fauyéwhich would translate in this case as “a tawayrhony,”
referring to the artist’s earthy colors. It wae #ut critic Louis Vauxcelles who legendarily
coined the term Fauves, in the sense of wild betsositively characterize the Matisse group
in his own review of the Salon published a few dagfre Mauclair's. Vauxcelles’ article
simultaneously marked the birth of a new artistmvement and the changeover of the artistic
avant-garde. In his section on Salle VII, Vauxeglllescribed the exhibiting artists as a “group
that stands as tight fraternally as, in the premgdieneration, Vuillard and his friendS* It is
clear here that the Fauves were seen as takingabe of the Nabis in the artistic life of Paris.
Vuillard’s display of old panels from the 1890s kbanly have reinforced the impression of a
changing of the guard.

At the 1905 Salon d’Automne, Vuillard’s tapestrsteetic was thus respected but passé,
already representative of an artistic establishmeady to be challenged and upended. Matisse’s
Woman with a Hatthe talk of the Salon, signaled one major arezhahge: his synthetically
garish colors—the colors of fashion, of the ephet@ndustrial commodity—were a stark
contrast to Vuillard’s subdued palette, reminisadrthe faded natural dyes of historic,
handcrafted French tapestries. Matisse would spulesely transform Vuillard’s tapestry
aesthetic into what | am calling a “textile aesityeemphasizing the bright colors and patterns

of printed furnishing fabrics, as opposed to theéemality and technique of tapestry.

49 Camille Mauclair, "Le Salon d'AutomneRevue Bleud, no. 17 (October 21, 1905) : 523.
“9lugroupe qui se tient aussi fraternellement seue gans la précédente génération, Vuillard eases.”
Vauxcelles, “Le Salon d’Automne,” n.p.
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As has been recently discussed, Matisse grew theitextile town of Bohain-en-
Vermandois, known for its production of luxury silamong other fabri¢§? This early
exposure to a design vocabulary of patterned lmescolors was foundational for the artist and
he took from it very different lessons than Vuidlatid. Although it is outside the scope of this
epilogue to fully recount the genesis of Matisgeldile aesthetic, | would like to suggest some
points of comparison for future inquiry. Centralth@ erasure of the tapestry paradigm was the
shift from what | have identified as Vuillard’s alestic model of tactility, to Matisse’s greater
emphasis on opticality. Matisse, as Rémi Labriissesuggested, eschewed the tactile appeal of
textiles and treated them as “pure optical surfat€sTextiles, whether handwoven or
industrially printed, thus served as vehicles dfgra and form irrespective of their material
qualities. That is not to say that Matisse excteenth from his painting. The vestiges of
tactility are found everywhere, from his own defidtely exposed pentimenti to the
representation of his sculpture in his work. Adtiyave could say that tactility in Matisse’s
oeuvre largely migrated to his sculpture. The pmmains that Matisse does not refer to the
materiality of textiles like Vuillard did, to a metlof tactility outside of the painting itself;
instead, Matisse’s vestiges of touch refer badkéowork and ultimately, to the artist himself.
The result is a shift from the viewer’s sense apooeal immersion in Vuillard’s works to the

sense of distanced expansion in Matisse’s; fronsliw, piecemeal perception of a Vuillard to

92 Hilary Spurling and Ann Dumas, edMatisse, His Art and His Textiles: The Fabric akBms exh. cat., Royal
Academy of Arts, London, 2006, 14-15, 75.
93 Labrusse in Spurling and Dumadatisse, His Art and His TextileS7.
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the “firecracker” effect of a Matisse—the immediaggrehension of the whole image is
followed by an extended contemplation of its disjmer*®*

Matisse’sHarmony in Reds a prime example of his textile aesthetic (Plt2). This
painting was exhibited at the 1908 Salon d’Autoras& “Decorative panel for a dining room,”
indicating its destination in the Moscow palaceéSefgei Shchukii”® The work’s title suggests
that Matisse shared the Nabi ambitions for painéisgnural decorationHarmony in Redhus
provides a suitable point of comparison with Vuila commissions. IHarmony in Redthe
arabesque-and-flower-basket pattern of the taliletlas taken over the composition,
overrunning the wall, dwarfing the still-life obgsso that they become almost incidences within
the pattern; even the female figure bends and sunvenitation of the arabesque. In this sense,
pattern works for Matisse as it does for Vuillandjting and confusing figure and ground.
However, through the exaggerated scale of the matil unbounded compositionHdérmony
in Red Matisse’s use of pattern encourages the viewmnagine the work’s infinite expansion
into space. Furthermore, the enlarged pattern owdlwith the sheer vibrancy of the red create
an almost pulsating effect, an optical haptic eigrexre. By contrast, Vuillard’s dense layering
of minute patterns works to absorb the viewer amplode” the compositiofi?® Vuillard’s
decorative panels enfold the viewer, referencirgpiieble quality of textiles and tapestry to

suggest a haptic connectivity.

“**Bois, “On Matisse,” 67-68, 90.

49 Shchukin was an industrialist whose family madsrtfortune in manufacturing textiles. The rolesgpatron
well-versed in the design language of textiles aatibse’s burgeoning decorative aesthetic is atdplt for future
exploration.

9% Bois, “On Matisse,” 64
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Matisse instead uses the fold as a way of playiitig space. The curving folds of the
tablecloth at right and at left near the chair hdgkexample, hold the painting in tension
between two and three dimensions. The fold askefins to demarcate the edge of the table
standing adjacent to the chair; however, it disapp@to a field of red, creating a sense of
planarity where depth was originally promised. right, the fold reads as both the curving edge
of the tablecloth as well as a rounded, flat, teape next to the rounded, flat, white shape of the
woman'’s skirt. The fold thus becomes a formal devor suggesting space while maintaining
the primacy of the surface. We can contrast Masglay with flatness with Vuillard’s sense of
thickness, which was his way of suggesting space {lae haptic) within a surface.

Harmony in Redamously started out aéarmony in Bluewith the background painted
blue-green. Hilary Spurling has compared the abmod dramatic shift in color of the work to
the practice of colorways in textile manufacturimgwhich the same pattern is available in
different color combination®’ The shift from blue-green to red also indicatesther shift
inherent in the transference from the tapestryhagistto a textile one: Vuillard’s Symbolist
intimations of narrative are replaced with Matissednfounding of narrative. Beyond all of
their formal and material characteristics, tapestmwere meant to convey a story, an allegory,
some kind of illustrative meaning. Vuillard maimad this symbolic function of tapestries with
his decorations that may have been enigmatic, e wonetheless evocative of a narrative.
Matisse’s transposition of his painting from a suid blue-green to a startlingly vibrant red
reminiscent of synthetic dyes, serves to emphdkz@urely formal nature of the composition,

its status as a decorative arrangement of lineges) and hues, like a printed furnishing

497 Spurling and DumadMatisse, His Art and His Textiles7
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fabric°® The bright red takes the work out of referertirae and eliminates the notion of a
genre scene taking place at a certain time of Waydertain seasd’

The shift from the tapestry aesthetic to a texdile, from a model of tactility to one of
opticality was much more than a statement of &tmeferences. | would argue that it implied
the excising of certain social concerns that undegx the Nabis’ concept of the decorative,
issues such as championing handcraft in the agee$ production, the ideal of collectivity, and
the role of art in everyday life as fostering cortnaty, as responding to the notion of the
interdependence between beings and things. Instéastair Wright has argued that Matisse’s
emphasis on vision and surface was a cipher fomib@ern society of consumption, for the
consumer’s gaze in the department store windowrématered everything—history, tradition,
other cultures—as consumable commoditf@svuillard did not engage with commaodity culture
or play with the idea of art as a commodity. Ratiis engagement with bourgeois ornament
was on the level of material culture, an attempireate art that related to everyday life.
Although he was interested in selling his art, laswot, like Matisse, interested in exploring the
capitalist commodity as the emblem of modernism.

Yet Matisse did inherit the decorative imperatik@i Vuillard and the Nabis and his
ambitions for mural decoration are not completeéWprted from theirs. Matisse infamously
declared that he wished his art to be “like a gawdchair that provides relaxation from

fatigue.®™ Art historians have spilled much ink contextualigthis seemingly superficial

498 Although Vuillard also referenced printed furnisgifabrics, it was in dialectic with tapestry.

99 Flam,Matisse, the Man232

*0\Wright, Matisse and the Subjecthap. 3

01 Matisse, “Notes d’un peintrel’a Grande Revub2, no. 24 (December 25, 1908): 742. TranslateusnzIi,
Nabis and Intimate Modernisra15.
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statement within Matisse’s artistic theory, witlsontemporaneous art history, and have
additionally traced its source back to BaudeldifeWe can now also see its similarities with
Vuillard’s own philosophy of modern-decoration-aaliflower. For both artists, art was
conceived as a respite for the mind comparabledionaestic, decorative object. In Matisse’s
painting, this goal was to be realized through ywesual means, through the manipulation of
form, color, line, and scale.

In the early twentieth century, Matisse manageftigdhe terms of Nabis; he made the
decorative a characteristic of painting, rathentbanceiving of painting as an instance of the
decorative. The tapestry aesthetic, which wastieably tied to a revaluation of decoration
inclusive of the decorative arts, faded in sigmifice with the redefining of the decorative as a
primarily painterly concept. Tapestry, as a mirated decorative art, enjoyed a moment of
parity with painting during the fin-de-siecle, wherdern art could be construed in terms of
collective work and allusive narratives, and whes domestic and the peripheral could

constitute the spaces of modernism.

02 See for example Benjamiklatisse’s Notes208-09; FlamMatisse on Art34; Mashek, “Carpet Paradigm,” 97;
Neff, “Matisse and Decoration,” 59; Bois, “On Matis” 81-82; KuenzliNabis and Intimate Modernisr@a15, 227.
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Plates 1la-d: Alexis-Joseph Mazerolle, cartoon8Nore, Fruits, TeaandCoffee 1872-73

{

Plates 2a-b: MazerollelduntingandFishinginstalled in the Rotonde du Glacier, Palais Garnier




Plate 3: Gobelins Manufactoriyenelope at Her Loondesigned by Diogéne Ulysse Malillart,
woven 1873-75

Plate 4: Detail oPenelope at Her Loom
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Plate 5: Gobelins Manufactorgaint Agne, designed by Louis-Augustéharles Steinhei
woven by Emile Maloisel, 18736

Plate 6: Detail oBaint Agnes



Plate 7: Gobelins Manufactoryhe Herondesigned by Jean-Joseph Bellel, woven 1879-84

Plate 8: Gobelins Manufactoryhe Roe Deermesigned by Alexandre Rapin, woven 1888-89



Plate 9: Gobelins Manufactoryhe Siren and the Pqatesigned by Gustave Moreau, woven
1896-99
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Tournament Scene from the End of the Fourteeathiu®y,

woven 1895-99

Plate 10: Gobelins Manufactor
Paul Laurens,

designed by Jean



Plate 11: Gobelins Manufactorfhe Conquest of Africalesigned by Georges Rochegrosse,
woven 1896-99
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Plate 12: Detail oThe Siren and the Poet

Plate 13: Magnification of he Siren and the Poshowing thecrapaudtechnique



Plates 14a-b: Maison Leclercthe Festival of Springlesigned by Eugéne Grasset, 1900



Plate 15: Gobelins Manufactory, trial study foiTournament Scendesigned by Laurens,
woven 1893
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Plate 16: Magnification oA Tournament Scerslowingchinétechnique



Plate 18: FrenchArmorial of the Golden Fleecea. 1430-61, fol. 154v



Plate 19: Jean-Paul Laurens, model&ofournament Scen&894

Plate 20: Detail oA Tournament Scene



Plate 22: Attributed to Barthélemy d’Eyckhe Tournament Bopka. 1462-65, fols. 100v-101



Plates 23, 24: Details of costumes depictefl ifournament Scene

Plate 25: Grantil workshoff;he Poppywallpaper décor, 1899-1900



Plate 27: Detail oThe Conquest of Africa



Plate 29 : Frédéric-Auguste Bartholdiberté eclairant le Monde, Le Journal lllustr®ctober
10, 1875



Plate 30: Detail of Georges Rochegrosse, modéltierConquest of Africajl on canvas, 1896

Plate 31: Detail oThe Conquest of Africa



Source gallica.bnf.fr / Biblioth&que nationale de France

Plate 32: Emile Lévy, poster fae Progrés nationall885

Source gallica.bnf.fr / Bibliothéque nationale de France

Plate 33: Jules Chéret, poster fer Rapide 1892



Plate 34 : Detail of top right corndérhe Conquest of Africa

Plate 35: Detail of bottom left corn@rhe Conquest of Africa



Plates 36a-b: Details of bottom bord&he Conquest of Africa

Plates 37a-b: Details froifthe Conquest of Africa



Plate 38: Gobelins Manufactorjhe Striped Horsdrom The Old Indieseries, designed by
Albert Eckhout and Frans Post, woven 1692-1730



Plate 39: Louis-Gustave Bing@u Niger au Golfe de Guinée par le pays de Korlg &tcssi,
vol. 1, p. 185

Plate 40: Pierre Savorgnan de Brazza, “Voyages l@aast africain,”Le Tour du Mondgvol.
54 (1887), p. 317
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Plate 41: Maillol, Self-portrait, ca. 1896

Plate 42: Maillol Girls in a Park 1894



Plate 43: Southern Netherlan@ignorial Life: The Promenagérst quarter 18 century

Plate 44Girls in a Parkas it looks today



Plate 45: MaillolEnchanted Garderca. 1895

Plate 46: Maillol, preparatory sketch fenchanted Garderca. 1894



Plate 48: Maillol,The Bookca. 1896



Plate 49: MaillolMusic for a Bored Princesga. 1896-98

Plate 50: Southern Netherlan&gignorial Life: The Batffirst quarter 18 century



Plate 51: Maillol, preparatory sketch fGoncert of Womerca. 1895

Plates 52a-b: Magnification @oncert of womeshowing thechinétechnique: mandolin; tree
trunk



Plate 54: Ransoigpring 1895



Plate 55: Ransomlpha and Omegeaca. 1893

Plate 56: Ransomour Figures Reading a Scrpll894



Plate 57: RansoW/oman in a Capel895

Plate 58: RansoW/omen in Whitel894



Plate 60: Ransoigeven Woman Harvestint895



Plate 62: Detail oSpringshowing zigzagging straight stitches



Plates 64a-b: Photographs of France Ranson ardhildeen of Dr. R., ca. 1897



Plate 65; Ransohast Flowers 1898



Plate 66: Rippl-Rénai, preparatory sketchlftealism and Realisni894-95
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Plate 67: Rippl-Ronaldealism and Realisjii895



Plates 68, 69: Details of Museum of Applied ArtsidBpest, designed by Odon Lechner, 1896

Plate 70: CézannBathers 1874-75
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Plate 71: Rippl

ca. 1500

g,he Story of St. Stephgranel 9,

Plate 72: Brussel



Plate 73: Imre Steindl, Parliament Building, Budstp&885-1904

Plate 74: J6zsef Huszka, Mural, north wall of saant in Unitarian church,
Homorodszentmarton, [August] 1883
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Plate 75: Man wearing a suba in Decs, Plate 7&dimirror case depicting a herdsman in

a
Hungary, 28 century cifrasir, 1856

Plate 77: Mihaly Munkacsy;onquest1893



Plate 78: Rippl-R6nalWWoman in a Red Dres$898



Plate 79: French and Flemiskhe Lady and The Unicorn: Tastate 15" century



Plate 80: Example of Matyé embroidery™&ntury
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Plate 81: Embroidered bedsheet, Bteavesd, 18 century



Plate 82:

Plate 83: J6zsef Huszka, Drawing of an embroidbestsheet, July 1886



Plate 84: Vuillard’s sketchbook, Wednesday, Noven2ie 1888, fol. 10



Plates 85a-c: VuillardThe Public Gardensl894

Under the Trees Little Girls Playing Asking Quess

Plate 86: VuillardThe Green Interiqr1891



Plate 88a-e: VuillardThe Album1895

a. The Embroidery



c. The Stoneware Pot



d. The Album

e. The Striped Blouse
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Plate 89 Reconstructed installation The Album



Plate 90: Photograph of Thadée in the billiard raifrhe Relais, Villeneuve-sur-Yonne, with
The Albumin the background, ca. 1900

Plate 91: VuillardCipa listening to Misia at the Piand897/98



Plates 92a-d: Beauvais Manufactdfyagments d’Opéradesigned by Francois Boucher, 1752-
64
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b. Venus and Putti



it ] e AT A

Apollo and Issa

C.

d. Vertumnus and Pomona



Plate 93: Maurice Denigarandole from The Love and Life of a WomaltB895



Plates 94a-d: Vuillardnterior with Figures 1896

a. Intimité b. Music



c. Working d. Choosing a Book



Plate 96: Southern Netherlan@ignorial Life: The Embroideryirst quarter 16 century



Plate 97: VuillardMisia at the Piano1899

VI-49

Plate 98: VuillardMisia in White, Wearing a Red Necklace, and PlayirggPiang 1899



Plate 99: Vuillard)n Front of the Tapestry,899

Plate 100: Aubusson Manufactotya Rondeend of 1% century



Plate 101: Misia at the piano, rue Saint-FlorertB99

Plates 102a: Plate VI from Julien Godbn, Peinture sur toile et tissus divers imitant les
tapisseries.,.2nd ed., Paris: Maison Binant, 1885.



Plate 102b: Plate VII

Plate 102c: Plate IX



Plate 103: Detail fronVues du Brésildesigned by Jean Julien Deltil for Zuber, fisstued 1831

Plate 104: Wallpaper with tapestry motif, Danoisketop, Paris, ca. 1880
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Plate 105: Lionel Péraux, Antique scene, 1900



Plates 106a-b: Vuillardihe Garden of Le Relais at Villeneuve-sur-Yoi888

[T

a. Women Reading on a Bench b. Woman Seated in an Armchair



Plates 107a-b: Vuillardle-de-France Landscapg$899

a. First Fruits

b. Window Overlooking the Woods



Plate 108: VuillardThe Library 1911



Plate 109: VuillardFoliage — Oak Tree and Fruit Sellet918

Plate 110: Brussel3he Hunt of Maximilian: The Month of Julyesigned by Bernard van Orley,
1531-33



Plates 111a-b: Vuillardihe Terrace at Vasoug901, reworked 1935

a. The Garden b. The Lunch



Plate 112: Matissd4armony in Red1908



