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Introduction

Jules Dalou was FranceOsliag monument maker in the latineteenth century.

His public ensemblestill dot ParisOs urban landscBfem the cityOs eastern extreme at
Place de la Nation to the far western regions of Avenue Focimaéfismentexemplify

the fin-de-siecle culture ofStatuemania, through which the nationOs new republican
government, private committees, and municipal groups erected coymit#gsstatues
commemorating a diverse pantheon of national hérBespitethis near universal

impetus to install sculptural projects thghout the French capitab urban spacéise
monumentsitended affects, stylistic concerns, and ideological programs were
incredibly diverse. Dalou himself, though a committed republican, was hardly consistent
in hisexpression of socipolitical ideas ad formal techniques. Yet thariationsin
DalouQOs Tuvre, and in the Parisian memorial sphere more broadly, eqoésend

cultural uncertainties that marked FranceOs advance towards the modern age.

This dissetation investigates the ambiguities manifesbalouOs treatment of the
male laborer in a series of public sculptural projects designed between 1879 and 1902. In
these years, bookended by the artistOs amnesty for his participation insti@oRemiune
and his death, Dalgorobed questions of natiahidentity at the intersection of French

masculinity and workinglass character. The thematic and aesthetic ambivalences that

! On Statuemania see: HargroSestues of Paris, Agulhon,Marianne au combat and
Marianne au pouvoir, Lafranchi,Les statues des grands hommes a Paris, andDebuisson,

et al.A4 nos grands hommes.
1



mark his production refledtis effort to negotiate instabilities in FranceOs transforming
fin-de-siecle society In this envirmment,shifting politicoindustrial circumstances and
the development of moderniBtand antimodernisideals meant that traditional artistic
interventions no longer offered cleared solutions to new national paradigms.

The laborcentric focus of thisidsertation reflects neither DalouQs entire Tuvre
nor, obviously, the only social tensions during the period. That said, Dalou was
preoccupied with the position and character of the worker. His obsession mirrored that of
many in the nation andehWesterrworld. Inthe wake of the Paris Commuyraad inthe
midst ofa period when industrialism accelerated changing social and geographical
patterns, the unstable station and political role of the male laborer weighed hedkigy on
psyche of France

This projectwill reveala new image of Dalqguan artist traditionally marginalized
in established scholarshiis a spokesman for the nationOs conservative Opportunist
leaders, a practitioner of staid public sculpture, and an ancestor to tweetitiny
Socid Realism? Far fromshowinga singlemindedpractitioner ofpassZesthetics and a
sycophantic organ of the republican regimg,evaluation of DalouOs shifts, faiderts,
and continuous modificationsveas an artiscommitted taresponding to hisewage.

The ideological and stylistic uncertainties that his wadsveydemonstratdis

profound engagement with the nation@gestedultural dialogues anevolving artist

2 Dalou®s sculpture also emerges as a fdilléaternist ariof the 1890s in notable texts

such as Christopher Greeo@sin France 1900-1940 or Richard Thomson@&e

Troubled Republic. Theseauthors use the 1899 inauguration of a permanent version of

the Triumph of the Republic to frame the official art culture against whiktodernists

rebelled. Thomson and Green are surely correct in describing the 1899 celebration of the
necbaroque monument as a markeuofiere-garde culture, but their assertions

obfuscate DalouOs own rejeatof that mode a decade prior.



currentsThis reconsideration of Dalou offers new evidence about the sculptorOs
connection to thelevelopment of the modern artd asks new questions about public

monumentGangagement with the uncertainties of the fin de siecle.

Background:

AimZ-Jules Dalou was born 838 to an artisan father and a mother with staunch
republicanvalues His political education is reputed to have begun at his birth, when his
mother would rock him to sleep singing Pierre Dupo@#ast des ouvriers. At the age
of ninehe is said to have climbed the workersO barricades in the 1848 revaHision.
artistic education commenced somewhat later when he enteréddleeGratuite du
Dessin Dan institution commonly referred to as tha&ite Ecole Bin 1852. In this arts
academy geared towards educating industrial and decorative artists of the working class
Dalou studied under the directionddanBaptiste CarpeauSeveral years later,
Carpeauxwho also began his training in tRerite Ecole, encouraged Dalou to follow
the masterOs example in pursuing official success through a tratedfiancisque
DureOs studio. The switch from Carpeauxésr to thestatuaire DuretOs studio
involved a new formation for Dalou under Betvle des Beaux-Arts pedagogy, steeped in

the academic concerns of sculptural logic, idiom, and calculation.

* Dreyfous,Dalou, 1-5.

* For a description of Duret’s teaching, see: Hunisak, The Sculptor Jules DaloQ9.
Duret’s style had not always been so Academic. In the 1830s he was a leading Romantic
sculptor, but turned more towards an Academic style when he began accepting students
who were competing for the Prix de Rome.



As the thregrincipal biographies of Dalou detail, the sculptor toiled in this
setting for a number of years without any major achievenidtiésnever won the
covetedPrix de Rome and felt that the academic mode retarded his creativity. By the
mid-1860s Dalou becameéisenchanted with the institutional mechanisms of French art
in the Second Empire. He bemoaned his lack of official (and financial) success,
especially after marrying and fathering a handicapped daughter whom he needed to
support. He professed his affinityr the nationOs crafts traditiddsonnected to his
working-class andPetite Ecole backgrounds.

In this period, which DalouQOs first biographer Maurice Dreyfous describes as the
sculptorOs bohemian phase, Dalou workecpagiaien. In addition to timeas a
taxidermist, Dalou joined hiBetite Ecole friend Dand future rivab Auguste Rodin in
executing decorative sculpture for the Hotel Pasva. Despite embracing the artisanal
lifestyle and protesting against the official systems of French art, Dal@utheless
continued to submit works to the Salon, where he finally achieved ofi@agnition in
1870ba Third Class medal fdra Brodeuse.

The critical success that Dalou gained for Bhedeuse was short livedThe
année terrible, which included tha devastating Frand@russian War and the fratricidal
brutality of the Paris Commune, produced adifesring series of eventsilong with

fellow artists including Auguste Rodin, Alexandre Falguiere, and Henri Chapu, Dalou

® Dreyfous,Dalou: Sa vie et son ceuvre; Caillaux,Aimé-Jules Dalou;, Hunisak,The
Sculptor Jules Dalou.
® While there are countless studies about the period from rigorous scholarship to
provocative graphic novels, Alistair Hornd®@e Fall of Paris: the Siege and the
Commune, 1870-1871 and Ryert Christiansen®aris Babylon: The Story of the Paris
Commune remain among the most readable and engaging histories of the terribi year
though they are not academic works in the traditional sense.
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joined the National Guard dugrthe Prussian siege of Paris. Dalou continued what he
termed his Oservice in defense of the RepublicO the following spring when he joined the
Paris Commun®a civil insurgency that pitted the people of the capital against the
Government of National Defsr, which was installed in the former royal Chateau of
Versailles.

During the revolt, the sculptor servad one of fortyseven members of the
central council of th&ZdZration des artistd®an organization typical of Commune
theories about worker indepgence, mutualism, cooperation, and federalist urfidre
sculptor also accepted a position as an adjoacitor of the Louvre museum, though his
dutiestherewere minimal. He was seemingly content to allow theGmwenmune curator
Barbet de Jouy contiruunningthe institutior? Dalou®s most significant impaetring
the uprising involved helping to develtpe municipal governmentOs new artistic
pedagogy, which recalled many Communard artResi@ Ecolebackground.

The Commune ended in May 1871 dmaiolent clashes between the government
troops from Versailles and the insurgents. With the helpaobet de JouyDalou and his
family were able to hide during these bloody days, giving credence to later assertions that
the sculptor never wielded a gdaring the insurrection. Shortly after the revolt ended,
the family fled to England, where Dalou found refuge and work with his foPaie
Ecolefriend Alphonse Legros, who had established himself in the British capital years
earlier. Because of his dgj theTroisisme Conseil de Guerreied Dalouin absentiafor

his participation in the uprising, adjudicating a-#fentence of hard labor.

7 StnchezQrganizing Independence
® Barbet du Jouy, Son Journal Pendant la Commune



After several early rough patch&saloucreateda comfortable life for himself in
London. He gained notoriety mityOsirtisogauche circles, earning a series of royal,
private, and public commissions, and achiegexht success as a sculptor in the Royal
Exhibitions® He became a teach@& LondonOs new arts schoatslinfluenced English
sculptors in a manner thatwsdely creditedas a force in the creation afnewBritish
style!® The President of the Royal Academy, DalouOs friend Frederic Leighton, even
offered the exiled Frenchman a place in the British pavilidheafixhibition Universelle
in Paris; needless to say, the patriotic Dalou decfihed.

As a Communarth thearistogauche milieu, Dalou enjoyed a privilegesbcial
position. Little more than a year into his sthg wrote to Edouard Lindeneher explaining
that in LondonOs high society the nobility and bourgeoisie welcomedethehexiles
with open arms:@n nous considsre comme des hommes politiques et tout ce qui
dZcoué, comme consZquences, des gments politiques leur semble tout nat@él.

This atttude toward the Commurand by extension Dalddwas far removed
from that of Frenchmen of th®urgeoisieln France, theiprising had compounded the
unease of a society already in the midst of substantive change before the terrible year.

Under the leagrship of Napoleon llI, the Second Empire (18%F0) had altered

°® AmZlie Simier introduced me to the temmistogauche during a conversation about the
socialist aristocrats of 1870s London, including DalouOs first British patron LoisleCarl
(George Howardand later patrons inclutly Charles and Emilia Dilke.
1°0On DalouOs time in England see: Dreyfdugou, 48-81; Briggs and Albinson, ODalou
in EnglangO ELantZri, OJules Dalou Sculp@tiunisaklhe Sculptor Jules Dalou. On
DalouOs influence on New British Sculpture see: GBigly, Doubles, 3; Read Victorian
Sculpture.
1 Ginepro, Dalou ou le naturalisme en sculpty®82.
2 Dalou to Edouard Lindeneher, 9 January 1873, quoted in Dreydaiis;, 51. OThey
consider usapoliticians and all the consequences that followed the political events seem
[to them] very natural.O
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relations between the capital and the provinces, engaged an active foreign policy intent
on aggrandizing FranceOs position in Europe, Asia, and the Americas, redeveloped Paris
in a manner tat drastically altered the cityOs social structures as well as its infrastructure,
and initiated the industrial shifts that would help define the last decades of the century.
Critics dubbed the society that emerged in Paris during these years, marked by th
flaneur, as decadent. Contemporary to the rise ofltheur, Paris witnessed a huge

influx of workers joining its urban population from the provinces. The social and
geographic changes began to transform slowly ParisOs population under the dual
pressues ofproletarianization andembourgeoisement.

The embarrassing defeat at the hands of the Prussian army, followed by the
rampant bloodshed of the CommuneQs final days produced further social instability and
angst.Peter Starr has described the cultha emerged after the OBloody WeekO as one
that a phenomenon of confusion marked. As Starr writes:

[w]hen one evokes the confusions that resulted from such

massive tectonic shifts as the breakdown of an inherited

class structure or the development, urtdertwin pressures

of capitalism and revolutionary experience, of a

functionally modern conception of the crowd, one intends a

state of phenomena whose elements Oare mixed to such an

extent that it is impasble to distinguish among ther?.O
While the Commne was not solely responsible for circumstances such as the collapse of
inherited class structures, it was the most concrete manifestation of the profound tensions
that could paralyze the nation.

In the next two decades a dominant discourse formedltbaed Frenchmen to

cope with the social shifts that the revolt exposed and the fear it had engemdered.

13 Starr,Commemorating Trauma, 3.



bourgeoisie and national government vilified @@mmuneas a product of boorish and
wantonlawlessness perpetrated by a working class teemingevitittinals and devoid of
morals. They sought tmarginalizethe political concerns of Communards in order to
remove the uprising from thevolutionarymetanarrative that the Republic held d¥ar
Socialist, anarchist, and communist commentators structareg@ositional narrativBa
counterdiscourseDthat presented théommuneas a heroic struggle of the proletariat
against its bourgeois oppressbtsThese accounts also distinguished the revolt from
earlier French uprisingsuggesting that was a brak from the bourgeois revolutions of
thepastand a new prism through whichdonsider modern social and political
engagement’

Theseconstructions of the Communeok shape within the structures of a larger
pre-existingdiscourseooted in quasscientfic rhetoricthat linkedthe workingclass to
inherent traits of criminality and immoralily Beginning in the 1870sp¢hors littered
their accounts of the revolt with violently animalistic and racial pejoratives\dugsted
differences between the wonkj class and the rebéfsThey populated their novels with

villains who served asasily identifiable Commune types suchtesGeune dZclassa

“There are numerous studies on the governmentOs effort to evacuate the Commune from
national memory in order to ass®epublican grandeur. See, for examélson, Paris

and the Communé&87178.

!> On CountemDiscourse see: Terdimabjscourse/Countebiscourse

1 The most famous of this type of countiscourse is Karl Marx@sa Guerrecivile en
France 1871

”0On class and crime se€hevalier,Classlaborieuses et classes dangereyses
nineteentkcentury interests in the links between social disease and crime/deviance see:
Nye, Crime, Madness, and PoliticB. OOBrien, OCrime arntchBhment as Historical
ProdemO

18 Burton,Blood in the City143



the @auvais ouvried the @you O and the hysteric, sadistic Parisian wolménthe

years following theevolt, thegovernment lagely echoed and encouraged these socials
evaluations. For instance, the 1874 Carron report, which set the archconservative
Government of Moral OrderOs position towards amnesty, prefemt@dmmune as an
apolitical uprising of alegenerate and lazy working class that sought revenge against its
natural superior$’ This style rhetoric, which flattened distinctions, entrextthe

laborersO subordinate position, dissolving the power of ParisOs popular milieu and
removing workers fronthe sphere of the culturally powerful.

At the end of the 1870s, the Opportunist p&rtsrgely comprised of moderate
bourgeois republicans of tm@uvelles couches social®seplaced the Government of
Moral Order as the political leader of the counfrigis transition produced less overtly
antagonistic relationship between the dominant sphere and the wadtkersew
republican regime also moved the center of the governmentd&acisirom Versalilles,
where it had remained since 18Almood ofconservative and bourgeois republican
nationalismflourished as the nation sought to move forward from its terrible decade.

The rise of the Opportunists accelerated momentum for Commune amnesty.
Though the powerful narrative of the revoltOs criminality stitiidated the discourse,
many republicans understood amnesty as the only way to close th&&BIr@hapter of

French history! Others developed a new perspective to distinguish an ennobled

9 Lidsky, Ecrivains contre la Commun87-115.

2 Carron, Bapport SupplZmentaire fait au nom de la commission chargZe dOexaminer la
proposition de loi de M. de PressensZ;0 JoughaParis Commune in French Polijc
1871:-188Q vol. 1, 67114.

2! a RZpublique franeaise,2 July 1880.



proletariat, who were paragons of tireless industrial labor and non-confrontational
support for the Republic, from the dangerous workers.

In 1879, the Parisian municipal council joined in the effort to forge a spirit of
national reunion, initiating a competition for a monument to the Republic at Place
Chateau d’Eau. The prospect of amnesty and imminent repatriation allowed Dalou to
prepare an entry for the contest. Though he did not win, critics and the Council valued his
submission, agreeing to commission his Triumph of the Republifor elsewhere in the
city.

Dalou definitively returned to France in the spring of 1880. Despite the
government’s effort to move beyond the history of the Commune, Dalou remained
unrepentant for his part in the uprising, which he deemed to be exclusively political. In
the next twenty years, the sculptor would navigate his political concerns, Communard
past, labor-centric ideologies, and conceptions of modern society to intervene in the
discourse of national identity by exploring the appropriate representation of the ideal

male worker in an age of science and industry.

The first chapter of my project investigates a series of sculptures — FraternitZ
Auguste Blanquind the proposed monument to Victor Hugo for the Pantheon — that
Dalou created in the years surrounding his reintegration into the Parisian spheres of the
1880s. In these works, he sought to reintegrate the Commune into a transhistorical
narrative of revolution that transcended boundaries marked by changing historical periods
and accounted for the continuation of revolutionary progress into the future. Though

compositionally diverse, the sculptures employ Romantic-Naturalist aesthetics and
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specific iconographic clues to intertwine the conditions of the 1880s with shared
memories of the Commune. They enfold the 1871 uprising into the people’s revered
revolutionary tradition — highlighted by the insurgencies of 1792, 1830, and 1848.
Together the sculptures construct a constitutive national history, advancing a narrative of
continuous French progress.

The modern men who embody this tradition express a timeless ideal of
masculinity and popular character that emerged from the milieu of the traditional working
classes. In Dalou’s expressive modeling, as well as in revolutionary lore and the writings
of republican historians such as Jules Michelet, the heroes of these popular strata
embraced a commitment to a romantic construction of the motherland.”” Their tireless
support of revolutionary advance and vigilant concern for social justice was not bound to
notions of class difference, but instead deeply connected to the possibilities for universal
harmony in the ideal republic.

Though Dalou designed each of these sculptures as public projects, he chose to
exhibit them at national Salons. Within the walls of this social space defined by the
dominant bourgeoisie, the sculptures disrupted the historicization of the Commune as a
moment of historical rupture. Breaking from entrenching national narratives and insisting
on a timeless vision of masculine honor rooted in the people’s romantic traditions, the
sculptures prompt a reconsideration of the character of the modern male worker and his
connection to the revolutionary heritage.

The second chapter of the dissertation continues on these themes, but focuses on

Dalou’s Triumph of the Republic. The sculptor originally conceived this ensemble for his

# Michelet,Le peuple
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1879 entry into a Paris municipal council competition for a monument at FRidae d
RZpublique DalouQs vibrant group departed significantly from the traditional formal tone
and conventional allegorical construction of the Republicttietouncil wanted for this
particular intervention. The city government nonetheless praised @siionovative
composition in its official reporand offered hm the opportunity to sculpt the ensemble

in the multilayered memorial sphere of Place de la Nation.

Here, theTriumph of the Republicontributes new meaning to a royal and
imperially desiged space within a historically workirgdass neighborhood of Eastern
Paris. The colossal ensembleOs melding of three centuries ofgtgiesdresent this
rolling Republic as the culmination of a national history of progrEssgroupOs
allegorical progam advances popular, fraternaland mutualist message that operates
with themonumaitONaturalist detail and decorative precision to agbertraditional
Parisian artisaas the embodiment of FranceOs essential valuefrgamnpushing tle
groupfrom the northbecomes a spokesman for a modern ideology developed from mid
century republicarandsubsequenfommunardtheories of social justice, liberty, and
equality.

On 21 September 1889, the Municipab@cil inaugurated temporary plaster
versionof the groupwhich Dalouhad patinated to appear bronze. This ceremony
participated irthe nationalcommemoration of the centennial of the French Revolution
andoccurredn the wake othe Boulanger Crisis that had threatened the young Third
RepublicOgability. Dalou had hoped this would be a moment to celebrate popular valor,
however the unveiling of the enormous plaster saw the President of the Republic and a

parade of the countryOs political and military elitepithe event.
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The circumstances sounding the ceremony, specifically the fissures between
the monumentOs populist allegorical program, the elitist inauguration festivities, and
evidence of the transforming social realities of Eastern Paris in the D888slerated by
industrialism, theshockof the Commune, and the phenomenamiourgeoisement and
proletarianization Dexposed a set of ruptures between FranceOs traditions and its future.
DalouOs artisan hero, a fixture of the romametiolutionary pantheon and the hero of the
capitalOpopular quarters, appeared disconnected from the developing industrial working
class as well as the parade of meyublican icons.

Returning home from the ceremony, Dalou was distraught over what he believed
to be the governmentOs ustiguasf his allegoical program. At the same timiee was
conscious of his own anachronisms. In a passionate journal entry, he derided his project
as being appropriate only foutrefois. Heresolved to create a monument to laborers that
would operate with a new formal lamggeb outside the established conventions of
public sculpturebto celebrate the worker as the hero of what he termed the modern
cult?

Thethird chapterof my dissertatiomnvestigates series 01890smonuments
through which Dalogought new visual anthematicnodesso commemoratéean
Baptiste Bousingault, Jean Leclaire, and Adolphe Alphand.din gaup, Dalou
operated with aattention tovisual positivismbacombinationof a scientific evaluation
of societyand unflinching NaturalismAs he expamented with new formal idioms,

Daloutried to rendeunsentimentally the reaborld dynamics between bourgeois

2 Roujon, OPreface,O vii.
13



exemplars, noble workers, and those who may exist in the slippage between the social
poles.

In addition to manifestingtepstowards astylistic shift away from allegory and
monumental convention, the groups offer a new take on social dynamics. Insisting on the
presence of class distinctions, Dalou breaks from the catabita universalpopular
hero. In the place of this icon, the sculp@perimentedvith figures that embodied the
distinct traits ofdiverse French social strat/hile the monumenrd asserpowerful
differences between social grouieey also speak to possibilities for class cohesion and
republican harmony. This line of thinking was not unique to Dalou, finding sympathy in
the political programs of the Radical party and its ideologSpbitlarit¢ Ba philosophy
rooted in scientific dotrines that sought to structure hierarchical, but mutually beneficial,
relationships between social classes based on shared needs and commitment to the
nation®

In the memorial landscape, the monuments construct a new visual tone for
laboring figuresbut also produce a series of stylistic, theoretical, gewyraphic
contradictons. The Alphand monument, for instance, confuses the very class distinctions
on whichits tieredcomposition is based, insertinganual workers into a monumental
landscape witm a neighborhood from which they were largely socially absent. Such
inconsistencies expose the artistic difficulties of a sculptor engaging aesthetic and social
modernity Moreover, theynirror the challenges that the nation faced as it pursued a
culture d class harmony that would respect traditional values of French republicanism

and respond to new theories about the nationOs modern structure.

4 Bourgeois Solidarité.
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The final chapter of the dissertation considers Dalou’s decade long quest to erect
a Monument to Laborers. In his most advanced effort for the unrealized project, Dalou
designed a model for a 30-meter high column with a rounded top that he compared to
“the badge of Priapus.” This aggressive pronouncement of male virility, which Dalou
also described as a factory pipe and a laborer’s prison, departs from traditional images of
the masculine ideal. Marrying the phallus and the smokestack and using a ring of
naturalistically depicted laborers as ornamentation, the project suggests that the cult of
science and industry would dominate the new age and organize its principles. The virile
smokestack — a symbol of the industrial age par excellence — also reveals Dalou’s effort
to come to terms with the seemingly paradoxical relationship of the ephemeral modern
era to the traditional role of public monument.

In a contemporary project that enriches the proposed monument, Dalou sculpted
the Grand Paysan — an anonymous peasant who is subject to the ceaseless advance of
modernity. This tired and aged laborer — Dalou’s new masculine icon and symbol of the
working everyman — exudes humility and quiet dignity while he stoically rolls his sleeve
before another day’s toil. Though the Monument to Laborers and the Grand Paysan are
distinct sculptural projects, reading the works together — and in the context of both
published and unpublished writings by Dalou’s great friend and colleague Paul Richer —
reveals the sculptor’s most mature vision of modernity. In the context of these works, the
unstoppable and brutal advance of progress and industry defines the modern age,
rendering man impotent to alter his position. Honest labor is still the nation’s ennobling
virtue, but the worker is now imprisoned by the era’s progress and is no longer the

driving force in its advance.
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My project builds on John Hunisak’s 1975 dissertation. Hunsiak’s work, which
evaluates Dalou’s life and career, provided the first modern, scholarly evaluation of
Dalou in almost half a century. It is the foundation for further inquiry. Since Hunisak’s
reappraisal of Dalou, a number of other scholars — including Daniel Imbert, Guénola
Groud, and Antoinette le Normand-Romain, to name just three — have enriched our
understanding of the sculptor and the artistic climate of Paris’s memorial environment
within which he worked.” Additionally, Amélie Simier and Cécilie Champy’s
stewardship of the Dalou collection at the Petit Palais has advanced the field through
thoughtful consideration of the sculptor’s archives, terra cottas, and posthumously-cast
bronze statuettes. Simier has recently published an extremely valuable and beautifully
illustrated Catalogue Sommaire of Dalou’s works conserved at the Petit Palais museum.”

These studies have established the base for a current resurgence of interest in
Dalou, including Janice Best’s consideration of the works of Dalou, Ernest Barrias, and
the fréres Morices in the context of republican mythmaking after the Commune.*” In a
2008 dissertation, Ariel Plotek challenged John Hunisak’s contention that there is “no
real legacy” of Dalou, suggesting that the forgeron on the Triumph of the Republic

belongs to a twentieth-century tradition as a precedent for Antoine Bourdelle and Pablo

# See for exampldmbertand Groud, ed®QQuand Paris dansait avec Marianniee
NormandRomain, OLe Tomphede Silene de Jules Dalg@®Le NormandRomain,
MZmoire en Marbre

26 Simier,Jules DalouLOfluvre sculptZ

27 Best, “Une Statue monumentale de la République,” 303-22; Best, Les Monuments de

Paris.
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Picassd® Moreover, inFrancethere are several recently completed Masters dégveé
manuscripts that evaluate discrete componefntise sculptorOs caréer

Each of these studi€sand many of the authopgrsonallyphave impacted the
development oy project. Additionally | have also turned texts such ableil
McWillaimOs study of Jean Baffier and RenZe AterOs book on Meta Warricksuller
dynamic examples of interdisciplinary scholarship about sculpndenational identits®
These singlartist studies depart from purdbjographical modes to consider the unique
way that sculptur®and sculptor® may intervene at the convergence of cultural
instabilities.Tim BarraingerOs study on Labor in Victorian Britain and Melissa DabakisOs
Visualizing Labor in American Sculptuhavealsoproved very pertinent: These
projectsinsist that we consider visual constructions of the laborer in multiple watys,
DebakisOs boapecifically offeringa model for thinking about the intersections of the
sculpted laborer and the negotiatmimational values amid a series of transforming
cultural attitudes.

Beyond art historical precedentsy alissertatioralsocreates connections to, and
depends on, existing writings about nineteerghtury masculinityand workingclass
character. Though much of thecusin the former area hdseen on bourgeois men, text
by authors such as Robert Nye, Christopher ForthBangland Taithe highlight the

issues at stake in defining maleness and manlinessde&itcle France’? For the latter

28 plotek, OAllegory in the Age of Reali€@20.
* Wassili Joseph and Cloé Viala have been very generous in sharing with me their MA
theses on Dalou’s portraiture and 1880s Salon career, respectively.
* McWilliam, Monumental IntoleranceAter, Remaking Race and History
’! Dabakis, Visualizing Labor in Aerican SculpturegBarringer, Men at Work
*? For example Nye, Masculinity and Male Codes of Hondforth and Taithe, French
Masculinitie;and Corbin, Courtine, and Vigarello, Histoire de la virilitZ On larger
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historiography, writings by William SeweRobertTombs, Jacques Ranciere, arRdger
McGrawbamong many otheBprovide a nuanced perspective that leads me to
understand the French working cl@sgof the nineteenth centurg a shifting and
amorphous societyl he understanding that tmsleiu of Frenchmen was profoulyd
diverse and ideologidgl fractured is fundamental to my dissertation.

| have grounded many of the theoretical ideas that amplify my study in a corpus
of writing on history and memorwvith a specific understanding that any past is
constructednegotiatedmultiple, and activeSpecifically, Maurice Halbwachs landmark
writings on the importance of society in constructing meniwhile dated and since
refined by a number of scholaBsnform my work® Following Halbwachsthe
scholarshipf Pierre NoraDavid LowenthalRichard Terdimamand others haallowed
me to refine my ideas about how and why societies construct thetopastiuce a
assortmenof memories>* As memory and history engagaestions of monuments and
commemoration, James E. Yoydgy Winterand Kirk Savag®among other®have
provided examples of incisive scholarsfii.he German historian Reinhart KoselleckOs
writings on the semams of historical time have als@aificantly framed my thinking,
especially as it relates to thia de siecle as a moment of rupture where thealted

Ospaces of experienceO no longereadigith the Ohorizons of expectatioris.O

guestions of firde-siecle France and gendeges SurkisSexing the CitizeTilburg,
Colette's RepublicAccampo, Fuchs, Stewafsender and the Politics of Social Reform
in France, 18701914 Chenut,The Fabric of Gendemandmanyothers
¥ HalbwachsThe Collective MemorgndOn Collective Memory
% Nora, dir.,Les Lieux de MZmoirekowenthal, The Past is a Foreign Country
Terdiman;Present Past
% Young, Texture of MemoryWinter, Sites of MemorySavageMonument WarsSee
also: KammenMystic Chords of MemoryBodnar,RemakingAmerica
% Kosellek, Futures Past
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Like many of thesaforementioned studies, my interest in memory and
commemoration also intersects with concernsfdronalism Iconic texts such as
Benedict Anderson@sagined Communitieas well a€ric Hobsbawrand Terence
Range©d he Invention of Traditionsaveshagd my understanding of the ways in
which groups of people develop communal, social, and natooas®’ As it
specifically pertains to thién de siecle, Robert Tombs@ationhood and Nationalism in
France as well as separate texts by many of the authohgded in that volumehas
clarified the competing visions of Fran@nd Frenchnes For connections between art
and nationalismthe essays in June Hargrove and Neil McWilliaM&®nalism and
French Visual Culture 187@914serve as a rich sourceatitouches on significant
themes central to my project and as a model of interdisciplinguyry.*

While mydissertatioremerges from this existing scholarship (and the countless
other sources that | have not singled out), my recipe of social art histenyory studies,
literature, postolonial theory, formalism, and iconography forms a distinct
methodological approach, which | hope will prompt further questions that refine our
understandings of the development of modern art. To these ends, thiatissert a
nineteenthcentury sculptor has broad twentietntury resonanc®alouOs evolving
treatment of gender and class revealsural dialectics from which the new workeand
novel constructionsf industrial societfpemerged. As the monumentgeess new

ideologies and manifest new formal concerns, they expaseacial subtext alhodernist

%" Anderson)magined Communitiegiobsbawm and Rangenvention of Traditions
* Tombs, edNationhood and NationalisnSee als&ternhellLa droite rZvolutionnaire
Irvine, Boulanger Affair Lehning,To be a Citizen
¥ Hargrove and McWilliamNationalism and French Visual Culture
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investigations into the visual language that would define the proletarian hero and his role
in early-twentieth-century society.

Finally, I believe that simply considering Dalou outside of the established
construction of his official career — and beyond the shadow of his contemporary Auguste
Rodin — is in and of itself an important step for nuancing understandings of French
sculpture. As an artist engaged in the social passions of his era, struggling to come to
terms with the fracture between France’s traditions and its new structures, Dalou emerges
as a figure who embodies the uncertainties and tensions of the modern period. His public
sculptures elucidate the changing values and scope of the fin-de-siécle monument sphere.
His ultimate vision of the new age contrasted with that of his avant-garde colleagues, but
his programs nonetheless suggest an alternative modern strain that arises from his own

labors in the period’s cauldron of progress.
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Popular Romanticism, the Revolutionary Metanarrative,aand

Alternative Commune Paradigm

In the years aftetules Dalou returned from exile 1880 heengaged the
memory of the&Communewith a series of sculptural interventiotigt combined
ideologicalandformal approachsrooted in the nationOs venerailiutionary
traditions In their aesthetiand iconographic programs, as well as through their
interactions with Parisian sites of meanitigee very different compositiofFraternitZ
(1883),Auguste Blanqu{1885), andProjet de tombeau powfictor-Hugo, ~ Zriger au
PanthZorn(1886)Dsuggest an alternative to the dominant narrativegteaentedhe
1871uprisingasa moment of rupture in theational metanarrativeThe union offormal
devices, refeence to historic eventand spatial enggmentallow the sculptureso
operate at intersections of the transhistorical revolutionary structuge@ridemoments
that evoked th€ommuneand its aftamath They present the 1871 insurgency as the
manifestation of anulti-century procesthat advaced France towardbe esthlishment

of the ideal epublic. In offering thizonstruction of @onstitutive national pasDalou

! The original title ofFraternitZ - La RZpubliqu®has caused some confusion in Dalou
scholarship. For instance, Janice Best seems to have conflated this work with the
Triumph of the Republimtended for Nation. Eh 1883, le Conseil municipal autorisa
IOexZcution en marbre detktise de Dalou, qui fut exposZe au S&See Best es
monuments de Pari83. Accordingly, | will refer to the work throughout the remainder
of this manuscript aBraternitZso as to avoid such misunderstandings.
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affirmed the vitality of men who espoused a popular romantic nationalism, suggesting
that their heroism was the model for modern French masculinity.

! "#3$%! Dalou returned to Paris for good in the spring of 1880, carrying the
Parisian Municipal Council’s promise to erect the Triumph of the Republic somewhere in
the capital, he had already assured himself a place on the national stage. Nevertheless, the
sculptor chose to bide his time before reinserting himself into the milieu of the cultural
elite through exhibiting at the Salon. In the first two exhibitions after his repatriation, he
limited his submissions to decorative sculptures that would have ornamented a much
larger proposed monument to the National Assembly at Versailles of 1789.

Dalou seems to have been waiting specifically for the Salon of 1883, which
contemporaries believed was the one-hundredth national exhibition, to mark his
homecoming in grand fashion.” That year, he submitted two large reliefs. Taken together,
they astounded the public and critics alike. Dalou earned the Medal of Honor and the
rank of chevalier in the Légion d’honneur. Critic Philippe Burty went so far as to declare
the exhibition the “Salon de Dalou.”

Dalou’s first 1883 entry, Mirabeau répondant a Dreux-Brézé dans la séance du
23 juin 1789 (fig. 1.1), was an enlarged, bronze version of a scene that he executed as one
of the 1881 decorative sculptures for the monument to the National Assembly. The large
relief, which the State commissioned following its first exhibition, commemorated what

many moderate republicans praised as the philosophical activation of the Revolution —

* Hunisak, The Sculptor Jules Dalou, 111.
> Burty, Salon de 1883. The best compilation of the critical reception of Dalou’s 1883
Salon success exists in the archives of the Petit Palais museum. This document, which
Dalou likely made or had made, contains an enormous litany of Salon articles praising his
two reliefs. For specific examples, see: Burty, Salon de 1883; “Salon de 1883,” Moniteur
Universel; Jouin, “La Sculpture au Salon de 1883,” 59-76.
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the Count de Mirabeau’s defiance of the Monarchy.* The government’s interest in
celebrating the scene was natural; Mirabeau’s speech was a defining moment in the
Opportunist government’s construction of a legitimizing revolutionary narrative.’

While much lauded in 1883, a year later Dalou’s Mirabeau proved controversial.
The critic Henry Jouin, who had effusively praised the relief, unearthed a Restoration-era
print by Auguste Raffet that established the compositional framework for Dalou’s
sculpture.® Despite Dreyfous’s assertions to the contrary, Dalou had clearly used the
earlier work as the foundation for his design.” That said, John Hunisak has rightly pointed
out that Dalou made significant alterations to the original composition, demonstrating
that claims of outright plagiarism are off base.® Moreover, in the context of nineteenth-

century decorative sculpture, where the translation and re-manipulation of earlier

* On the State commission see: Archives Nationales, F>' 2070, 15 October 1881.

> The specific interaction is the moment that, in the eyes of nineteenth-century historians,
the Revolution began. The Marquis de Dreux-Bréz¢ has just reminded the National
Assembly of the King’s order that the Assembly disperse. Jean Sylvain Bailly, the
President of the National Assembly, answered by expressing his doubt that the Assembly
was truly subject to the order. Following Bailly’s somewhat philosophical retort, the
Count Mirabeau, in a manner far more demonstrative and direct than that of the
Assembly President, bellowed the now famous response to Dreux-Brézé, “nous sommes
ici par la volonté du people, nous n’en arrachera que par la puissance des baionnettes.”
With these words, Mirabeau shifted the tone of the debate from Bailly’s political theory
to the practical concerns of engaging in revolution. If Bailly expressed the philosophy of
the Enlightenment, Mirabeau activated its principles and raised the stakes. As Alphonse
de Lamartine described Mirabeau, in a passage with which Dalou was likely familiar, “il
n’inventa pas la Révolution, il la manifesta. Sans lui elle serait restée peut-Etre a 1’état
d’idée et de tendance.” Lamartine, Histoire des Girondins, 31. Henriette Caillaux notes
that Dalou often read Lamartine. Caillaux, Aime-Jules Dalou, 10.

% Jouin, La Sculpture aux Salons, 96.

” Dreyfous, Dalou, 211.

% Professor Hunisak was kind enough to share his unpublished manuscript on Dalou with
me. His discussion of the Mirabeau is in his third chapter “The 1880s: Back in Paris, the
apogee of a career.”
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compositionsvas a common practicBalouQOs recycling &affetOs print appears
significantly less scandalous than Jouin suggested

DalouOsther entryinto the 1883 SalqrFraternitZ(fig. 1.2), originatingin his
exile experiencayndoubtedlyexpressed &ar more personaentiment and composition
This relief, too, provoked aesies of critical appraisals dhe stylistic origins of the
sculptue.’ Yet the competing assertions of the critics had more to do with the tense
arguments over national style and the impact of foreign influenceshpmidDalouOs
originality.

FraternitZoperateshroughwhat Rienhart Koselleck may calh interplay
between the description of historical structures and the narration of everitadetieck
historical structures Oilluminate leteym duration, stability, and chan@evhereas
events Ocan be experienced by contemporary participants E as a discernable unity
capable of narration"®OWhile both are necessary for any historical representation,
DalouQOs project is specifically attuned to creating an image thieerE=wer eperiences
both structure and evesimultaneously. In fusing these styles of representation,
FraternitZseeks to negatbe dominant cultural contention that the Communekieah
an exceptional revolutionary moment

The vertically orientatecelief is rich in neeBaroque exuberance, scientifically
rendered figures, sweeping forms, painterly perspective, and expressive modeling.
DalouQOs build up of figures aredjistersakesshapearound a fraternal embrace between

two nude memone older and one inglprime of life. Rifles, helmets, horrend other

® See, for example®Zladan, OLa sculpture civique;O Carjat, OSculpture, Salon de
1883;0About, OSalon de 1883, XIV;0O ati&a OSculpture. Jules Dalou.
19 Koselleck,Futures Past107, 105.

24



military accoutrements crowd the foreground. TouiesverOs righan athleticmale
nude breaks a saber across his knee. Next tahiaider clothed marifts his arms and
a flagin celebration. The fe recedes into the depth of the composiBwaised hands,
faces, flags, and hats evoke a celebratory mood.

On the opposite side of the reliefreggpublican mother tends to two children.
Behind her a crowd of men of different races and ages fills tkteptemne. As thgovial
scenes on both sidef the central embrace gaictorial depth theymergeto createa
unified, festive setting that frames ttentralreunion. Voluptuous representations of
Liberty, Equality, and Fraternity crown the arched cosgifion* With sweeping
gestures thesalegorical personificationdescend into the lower register to collect the
raisedbanners, bridginthe gap between the Naturalist scene of the physical world and
the metaphysical gravitas of thepublican tradition

While broadly defined as@b-Baroque, DalouOs formal modé-naternitZ
exhibits a Romantic Naturalism that combined the emotional modeling common to artists
like Auguste PrZault with a scientific treatment of forms and musculature that manifested
modernconcernsThis styledeparted from the Academic standards for refieleminan
since the seventeenth centrgperatingn afar different aesthetic thahemore linear
Mirabeau?In its exhibition context at the Salon, juxtaposed with sculptures that
manifested moreonventionaktylesDincluding the marble version of Ernest BarriasOs

syntheticLespremisresfunZrailles Tony N3elOs acadenieux Gladiateursaind the

1 Dreyfous,Dalou, 1423. In a sign of the malleability and room for confusion among
republican allegories, Hunisak indentifies the figures as Justice, Triumph, and Charity;
Cornu seemingly adds an additional figureawte calls them Peace, Fecundity, Liberty,
and Equality. Cornu, OJules Dalou,O 243.
12 Roujon, OSalon de 1883.0
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Florentinestyle Judithby Henri LombardFraternitZdemonstrates DalouOs willingness
to depart from dominarfbrmal tastes in pursuit of a stylee deemed politically
appropriate to his subject.

Here, DalouGsubject wastte Commune and amne&yssues about whiche
had a particularly complex attitud&Through connections both in England and in
Francethe sculptohad had multiple avenues through which he could have pursued a
pardon that would have allowed him to return home as early as 1877 of*¥&8.
Dalouturned down these opportunities, prefegrio remain free in England rathiran
live in Francewhere he believed he would neverdide to escapthe legacy of the
convictOsdasque de foreaB® Throughout these years, Dalou punctuated his series of
refusalsfor an individual pardomith appeés to fairness. In a sentiment that echoed
other Communard exiles in a similar circumstance, he told friends that he was unwilling
to benefit from advantages that his fame and position afforded him while other exiles did

not have the means and connectifamthe same opportunities.

13 Dalou to Cornaglia29 August 1878.ouvre Manuscrits321. Given the timing and the
style ofFraternitZ the sculptor was certainly alluding to this relief as the sculpture Otout
pretO for the Salon. Of the sculptures that Dalou conceived in England that would have a
substantial impact in Fran@the Triumph of the Republi€raternitZ the Triumph of
Silenus and theBacchanaleéDFraternitZis the sole that is at once politically engaged and
destined for the Salon. The Mirabeau relief, the other possibility given the timing, can be
disqualified as a possibility because Dalou did not have this sculptom@dhuntil 1880
when PauAubZapproached him to participate on the monument for Versailles with
Train and Genuys.
4 Dreyfous,Dalou, 90-93.
151bid., 83; on the limitations of pardons and the nuance between a pardon and an
amnesty see JoughiRaris Commuoe, 54-55.
18 Dalou to Conaglia, 29 August 1878,0uvre Manuscrits321. Ofar from using new
influences, | want tbefinished with all these swings. | am very grateful for all those
who would want to open the doors to France for me, but there areastyl who do not
have access to this and who desi@See alsol_e ProlZtaire 1 January 1879.
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DalouOs unwillingness to accept a pardon did not mean théikbenany others
Pwas holding out for a general amnesty. In a February 1879 letter to Ernest Cornaglia,
the sculptor expressagbenness to a partial amnesygem. He supported an
arrangement through which the government could provide relief for those who
Odeserved® amnestyile denying itto those who did noDalou does not specify what
would distinguish one group from the other. That said, there is a stnphigation in the
letter that he viewed himsdifand his participation in the CommubBelifferently from
how he judged the attitudes of many other English exiles who he t€yees que
jOestime peu en gZnZral et dont en tout cas je ne partagedes@SMany in this
groupcalledfor a @ surrection du mouvement social, marchant seul, sans compromis,
sans alliand®©ba sentiment thaiecame the battle cry for many Londamd Geneva
based exile$®

Insteadof such revolutionary rhetori®alou consistently framed his reflections
on 1870 and 1871 as part of an effort to savdréygublic. Hansistedthat he was ndD
nor had he ever bedya radicaf*® Dalou described his participation in th871uprising

with an echo othe spirit 0f1848, claiming that he fought to establish an order that would

" Dalou to Coraglia, 27 February 187%,0uvre Manuscrits 321 OMen for whom | hold
little esteem in general, and with whom | do not share ideas.O
18 This call for a renewal of the Commune was the celebrated toast at the banquet of the
QZfugiZs de la Commune " Lond®sinan 1879 celebration of the anniversary 18
March. Sed.e Prolétaire, 29 March 18790A resurrection of the social movement,
advanang independently, without compromise, without alliances.O
19 Dalouto Cornaglia, 27 February 187%uvre Manuscrits 321 Dreyfous and Hunisak
disagree as to DalouOs level of involvement in the uprising. Dreyfous argues that DalouOs
contribution to the Gmmune wa®exclusivement artistiquedOnisak, however,
suggests that DalouOs participation in the Commune was specifically political, believing
that by holding a rank in the artistsO federation Dalou was not just a participant in the
revolt but was an @zhitect of policy.@reyfous,Dalou, 44;Hunisak,The Sculptor Jules
Dalou, 178
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Qlonner ~ tous pain, concorde, travail, et nous ouvrir une sre nouvelle, sre de foi et
dOamour, de joie et dDenthousiadhiaGlCornuconcurs, writing that Dalou was never
a OcommunatapnteuxOin an appraisal that celebrateid unrepentant attitudend
republican convictions*

The legacy of the 1848 revolutioaserted alriving force inDalou® 1870s and
1880s worldiew. As areader of Hugo, Lamartine, and Michele¢, waswell versedn
the political rhetoric of the migdenturyrevolutionariesbelievingblike many other®
that1848 was the progeny of 178ad 1792butthat the midcentury uprising
manifested a more maturevolutionary spirit? He ame by these attitudes honestly; his
parents representdlde prototypicaluarante-huitard Bthe men and women whypified
the 1848revoltBand Dalou himself reputedly mounted thericadego join their
fight.”

Despite only limited success in theivotutionary endeavors, thgiarante-
huitards achieved an iconic status within popular republican [Bineseicons of the
artisan clasprovoked admiratioffor their ability tomergepopulistenthusiasm and

emotional defenses of tiRrrie with calls forrationality and philosophical approachies

29 Dalouto Cornaglia, 25ebruaryl879,Louvre Manuscrits 321 OTo giveo all bread,
concord, workand to open a new era of faith and love, joy and enthusiasm.O
2L Cornu, Qules Dalou,0 228.
22 Caillaux,dimé-Jules Dalou, 10; seelsoa private collection at the PefffalaisMuseum
thatcontains a list of books in one of Dalop@#s carnets. MicheletOs 2¢olume
history of France, and several other texts by the author, is included in what appears to be
aninventory of DalouOs bookshelf.
23 Dreyfous,Dalou, 1-2; Roujon, OPrefacelflou, ii, vi-v. Dreyfous describes DalouOs
parentsO[Dalou pere] Ztait enaltZ le prototype de ce quCmpelle les hommes de
1848 etPgalanterie ~ parbsa femme 10Ztait au€sDreyfous described DalouOs
participation in the Commune in similar terms, explaining it as the natural decision for a
man he described as anu@rier de race, travaillant et vivant en ouvi@Dreyfous,
Dalou, 44.
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their quest for the ideal republfé Maurice Agulhorargues that this combination
illuminated the revolt@omantisme populai@Pa spirit that called on a mythic
construction of the French people and produced a getpoflistconcernglistinctfrom
the bourgeoigoalsthat Mirabeatactivatedin 1789%

In the yeardeading upto the 1848 uprisingsepublicanartists employed a
Romantic aesthetic that manifested many of the political sentiments thiat @vololden
the revolutionariesFraneois Rude3épart des Volontiers, 1792 (fig. 1.3) on thefacade
of the Arc deTriompheis one such exampl&isingan emotional affirmation dfrench
patriotism with realist concerf8 Beyond Rude, Luc Benoit noted that the populist
spirituality of DalouOBraternité echoes the social mysticism that HonorZ Daumier
conjured inLes Emigrants and Victa Hugo evoked in his owAraternité.?” In each of
thesepolitically motivated compositia) the intensity of the formal treatments and the
combination of allegory witlvorldly detailsreflect ananalogous spirit that motivated the
revolutionaries of 1848 to popularize the cult of Mariafthe.

Dalou called on many of thedermal tropes in his composition. The animated
handling of he relief activates the plaster, addanfprceful energy to theculpture This
lively formal treatment meshes with the patriotic program to make an emotional eppeal
a populafrenchethos ad acommon causelhe nudity and idealized treatment of the
central figures appegaat first blushto remove thenfrom any temporal circumstance,

locatingtheir exchange on a metaphysical plafee difference in the two menOssage

24 Agulhon, 1848, 248.
**bid., 2489.
26 On DalouOs reading list see: Caillatiné-Jules Dalou, 10.
2" Benot, La Sculpture romantique, 2067.
On the motivation behind the popularizatiof the cult of Marianne see: Maurice
Agulhon, 1848, 249.
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underscores the transhistorical quality of their interaction. Like the revolutionary spirit,
fraternity — a defining trait of French identity for mid-century republicans — passes from
one generation to the next.

The political sentiment underlying the formal energy of the relief suggests that
Dalou sought to manifest visually the Romantic spirit of mid-century revolutionaries
within the tense public sphere of 1880s society. The sculptor made these links explicit in
the Salon catalog where he captioned his entry with a quatrain from Pierre Dupont’s
“Dieu sauve la République.” Dupont was a well-known republican lyricist whose poems
and songs captured the popular sentiments of the quarantehuitard movement. In addition
to penning verses that aggrandized the working classes, Dupont established links between
the socio-political currents of the 1840s and a transhistorical revolutionary tradition.*’
The section that Dalou selected — “La République régnera / Sur tous les peuples et la
terre, / Dans la paix se reposera / De cinq ou six mille ans de guerre,” is one such
example. It insists that the pursuit of an ideal republic would be a long process, achieved
through a series of revolutions that formed a united past, and would surely produce a
glorious future.

The sentiment of Dupont’s poem presents the revolutionary narrative as a story
that both predates and continues beyond 1848. The conservative critic Elie de Mont
expressed the obvious parallels between Dupont’s lines and the lack of clear
chronological specificity in Dalou’s relief. Using FraternitZs official Salon title — La

RZpublique-De Mont asked “de quelle République il s’agit? de celle de Marat et Carrier?

*° Bonniot, Pierre Dupont,143.
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de celle de Juin 48, ou de celle de la Comra@i&Vhile de Montemployedthe notion
of continuation and successitmcompare DaloDs Communard past with Maratéysor,
the critique reveals theculpto®success ipartially blurring the temporal specificity of
the reliefin order to present an atempaom@bolutionary structure.

While constructing this broad structural context, the sucoeBsilouOs effort to
subvert the dominant Commune narratigependecdbninvoking a specifichistorical
momentthat would promppopular or vernaculanemoriestherebyundermining official
constructions of the paStTo achieve thiend the sculptoevokedAlfred RollO44
Juillet 1880(fig. 1.4). In this State commissionegbainting commemoratinthe firstfete
nationale Roll executed a broad and coloréanvaghatteems with images of class
harmony, communal exuberance, and visions of a prosperous fatthe left
foreground men and woren joyously dance in the space below an orcheAtalumn
of soldiers marches throughiddle ground of the painting, cutting in front of {hlaster
model of theMoricesOs statwd the Republicwhich the government hadmporarily
erected for the 1880 fet&'he union bthe military parade with theepublican festival
ceremonially renewethe links between the army and the people after the strife of 1870
7132 1n the right foreground, members of the bourgedisieluding the paintePdoff

their hats and raise their arms in celebratioran allusion to the national flag, Roll

%0 Elie de Mont, OLe Salon de 1883,0 507. OWhich Repubilic is this about? Marat and
CarrierOs Republic? The one of June 1848? Or the Commune0s?0
31 Ondifferences betwen topdown memory and vernacular memories see Bondar,
Remaking Amerigal 3-20.
32 Louis Gengray sums up the tone of tfestivalin writing: QUn souffle de patriotisme
a passZ sur Paris, si prompt ~ sOZmouvoir; nOoublions point que neuf annZes seulement
sZparent le rZtablissement de la fete nationale des tragiques Zventementste &870
que tous les efforts du pays, ~ cette date, tendent vers la reconstitution de notre armZe et
notre dZfens@Genevrayles Peintres de la vie moderri
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enlivens hemass of humanityhrough blue, white, and red accems\boldeninghe
festive embrace of republican values.

In the early 1880%renchmen understood the celebratiotheffirst national
holidaywithin the parameters of debates@ommune Amnestylhroughout the spring
andearlysummerof 1880,the French legislature had debated a full amnesty while
simultaneouslynoving towards establishing 14 July as the offigiad nationale.®
Nowhere was this more apparent thathie Opportunist leader of the titanal Assembly
Leon Gambetta@peeclon the return of Communardduring his remarksthe politician
directly called on the upcoming celebration as the ultimate motivation for Oclosing the
bodkO on the postommune decad¥.The contemporargressexpressd similar
sentiments, arguing thtte national holiday would mean a new chapter in the nationOs
history. EdouardLockroy wrote thatpassage of a general amnesty meant that the French
could @onc fster sans remords le 14 juillf Opportunist journals encouraged
Frenchmen to celebrate the fourteenth of July with open heaitsn@s/@ plus de trace
de ce pass@® After the final amnesty bill passed the Senate just days before théréirst
nationale, Auguste Vacquerie describéite upcoming festival &ine Zclatante
manifestation de paix et de fratern@?.

The return of the Communards and the emplasisroad, inclusive republican

values of national unity occasioned a celebrationtthascended the commemoration of

33 Joughin,The Paris Commune, 460-465.
34 Gambetta, IDNOy a quOune France et quOune RZpultlitie,O
3 Lockroy, OLOAmnisti@OCelebrate the fourteenth of July without feelings of guilt.O
% La République fran¢aise, 12 July 1880.0There is no more trace of this fast.
37 vaoquerie, OLa fst@OA brilliant demonstration of peace and fraternity.O
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any specific revolutionary date.”® The expressions of communal jubilance took visual
form in Paris — and throughout the country — where the tricolor flew in the streets and the
people massed in shared space.”” An 1904 account from C. Bessonnet-Favre shows how
that day etched itself in the nation’s collective conscience. Bessonnet-Favre remembered,
“L’aspect de Paris était des plus brillants et la féte des plus belles... A minuit tous les
passages, boulevards, avenues de la capitale présentaient une animation extraordinaire ;

% The official memory — vibrantly expressed in Roll’s

on dansait et on chantait partout.
1882 painting — was one of social cohesion, patriotism, and peace.

In Dalou’s original composition — a terra cotta sculpted in London before amnesty
(fig. 1.5) — he included only a modest background scene of a celebration. It was only after
returning to the capital that the sculptor reviewed his relief, adding the diverse and
exuberant scene of popular festival that evoked the 1880 féte. Roll, who had been
friendly with Dalou since the 1860s, provides a source that offers a visual and thematic

antecedent for these aspects of Dalou’s composition.*' Like Roll, Dalou modeled figures

of different races and classes engaged in a manifestation of communal jubilance. They

38 Christian Amalvi, “Le 14-juillet: Du Dies irae ~ Jour de féte,” Les Lieux de MZmoire,
vol. 1, 439.
%% Sanson, Les 14 juillet, fete et conscience nationa8e;84. See also, Agulhon,
Marianne au Pouvoirl47-153; and Olivier Ihl, La fete rZpublicaine
0 C. Bessonnet-Favre, Les FstesRZpublicaines depuls7®, 260-1. “Paris’s appearance
was the most brilliant and its celebration the most beautiful... at midnight all of the
passages, boulevards, and avenues of the capital were extremely animated; there was
singing and dancing throughout.”
*'On the friendship between Dalou and Roll see: Hérold, Roll, 2. The two artists met
when they were both working for the ornamentalist Liénard and formed an immediate
and life long friendship. Roll would include a portrait of Dalou in his 1889 Etats
GZnZrauxand Dalou would later figure Roll as the embodiment of painting in his
monument to Adolphe Alphand (Chapter 3).
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raise their arms and national banners, cheering the dayOs spirit of unity. In the most direct
reference to the 1882 painting, Dalou also includesegfound igure doffing his cap.

With theexplicit evocation ofluly 1880 the fraternal embrace in theréground
gainsan aspectf temporalspecificity. The man to theiewerOsight is welkbuilt, but his
folding skin and ripples of softer flesh show the slackenimgusculature that advances
with age Dalou compounds thesgingeffects through a cardfmodeling ofhis face,
which yearanark and a beard coveihe facial hair is an iconographic key to confirm
the viewerOs initial supposition that this figure represents a revolutionary of 1848. Many
republican leaders ohid-centuryhad worn beards assgmbol of their social ideology,
and had continued to wear thes a sign of resistanedter Louis NapoleonOs 18&dup
d@tat As a result, théeard became signalof political opposition during the Second
Empireandtheterm Qielle barb® became gsonym ofquarantehuitard.** Dalou®s
use of it here can hardly be incidentalthe transition between the original terra cotta
model and the ultimate plastéealsoaltered a figure in the right foreground to insist on
the presence of tHeearad quarante-huitard as the standafdearer of the celebration.

The other man in theentralembrace is muscular, young, and clsaaven.

Dalou composes the scene to show him being pulled into the armsopfattzate

huitard. Surrounded by the evocation of the popular fete of July 188@;h took steps

to rehabilitate the image of the crowd in the wake of #BitHe younger manQOs identity

as a former Communatecomesvident. With such temporal specificgithe embrace
morphs into one that is not just a symbol of brotherhood, but rebounds in the actual hugs

of friendship, love, and freedom that the amnesty occasidiedentral menQGkial

2 Agulhon, 1848 247.50.
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position as both nude personifications of the republican fraternal tradition and as
temporally specific embodiments of the 1880 amnesty is assuredly clumsy — and perhaps
shows the limits of the “real allegory” style. Nevertheless, it manifests Dalou’s effort to
operate with transhistorical gravitas and contemporary precision.

This image of national union advances a political program that recalls the
republican spirit of the day, but not the actual ceremonial circumstances. As Roll’s
painting demonstrates, the military parade was central to the festivities — especially in
Paris. In a break from Roll’s composition, Dalou offers an aggressively a-militaristic
image. In the lower right corner a nude man breaks a weapon over his knee and military
effects litter the ground. On the opposite side of the composition, a mother with a child in
her left arm bends forward and wraps her right arm around a second boy, preventing him
from picking up a gun. The relief’s shift away from the military celebration prioritizes the
return of the Communards as the highlight of the day. This expresses a narrative where
peace, rather than harmony with the military establishment, defines the new Republic.

Multiple critics understood the image of the mother and children to have specific
Commune resonance. Prior to 1871, Parisian youth on revolutionary barricades
symbolized the triumph of the people, suggesting the continuation of noble traditions
from father to son.* Eugéne Delacroix’s LibertZ guidant le peupl@hilippe-Auguste
Jeanron’s Les petitgatriotes(fig. 1.6), and Victor Hugo’s literary portrayal of Gavroche
exemplify the revered role that Parisian gaminstraditionally enjoyed in revolutionary
lore. The participation of hundreds of Parisian children during the Commune, however,

subverted this construction of revolutionary youth. Henry Fouquier, for instance, insisted

43 Yvorel, “De Delacroix a Poulbot,” 42, 44.
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that the perversion of France’s children during the insurgency destined the nation to be
the object of a bloody farce.** Others believed that the prevalence of these young voyous,
the surest sign of the nation’s fall from grace, was a threat to the country’s future.* Roll’s
1871 Execution of a Trumpeter (fig. 1.7), where the viewer directly confronts a young
Communard standing against a bullet-riddled wall awaiting his execution, underscores
the bourgeois audience’s newly problematic relationship to the gamin.*® In the following
year, Pierre Larousse suggested that because of the Commune, Gavroche could no longer
exist as an icon of such idealism.*’

Dalou’s treatment of the boy and the mother restores optimistic possibilities for
Parisian youth by distancing them from the violence that had perverted their symbolic
identity. Indeed, critics described the scene as an “amende honorable” that could
rehabilitate the children of the capital.*® The mother, who visually evokes decades’ worth
of maternal, republican allegories — such as the central figure in Daumier’s La
République — removes the child from the specter of armed conflict. Outside of a narrative
of bloodshed and hostility, the child becomes available as the next recipient of the
republican traditions of fraternity and peace — a future agent in the continuing utopian

quest for the République idéale.

* Fouquier, “Salon de 1883.”

* See: Chauvaud, “Gavroche et ses pairs.”

* Special thanks to Dominique Lobstein and Jean-Christophe Castelain for their help in
confirming that this painting, atypical of Roll’s mature style, belongs to the painter’s
ceuvre.

*” Quoted in Abéles, “Le gamin de Paris,” 12.

* “made amends.” Jean-Pierre, XIX® Siécle. On the participation of Parisian youth in the

Commune see: Yvorel, “De Delacroix a Poulbot,” and Abéles, “Le gamin.”
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When Dalou exhibite@fraternitZat the Salon, he was operating ipaverful
socialsite of the nationOs dominant milieu. Thesgonal exhibitions had long been
occasions whegovernment and bourgeois cultural attituttesk shape and announced
themselvesDalouOs intervention in the Salon disruptedlihiecticstructure that had
formed in the years after the Commune. Moreovisrsimpleparticipationin the
exhibitionled critics to continuously invoke his recent past in their evaluations of his
work. References tBalouOS€ommunard actions and his return from exile appeared in
nearly every review. In small waysgenerally resicted to the physical and textual
spaces where DalouQs sculptures app®dhésiforced Frenchmen to return to a chapter
of the nationOs history away from which their leaders had sought to move the country. As
FraternitZextolled two generations worth of heroes who embodied the popular
romanticism of thatemporaPatrie, while linking them to the specific histories of 1848
and 1871, the worguestionedhe bourgeoigproletarian dichotomwnd the narrative of

revolutionaryrupturethat had come to define the Commune.

Two years latebat the Salon of 188B Daloutreated the relationship of the
Communeto the revolutionary traditiothrough a mix of transhistorical narratsye
fissuresin that nationOmllectivememoriesas well aghe evocation of specific moments
from the recent paét This time, Dalou explored these themes in a funerary monument to
the professional revolutionary Auguste Blangtio had died in January 18atter a
lifetime of political agitation andréquent imprisonment&or some, Blanqui had

represented the embodiment of violent insurrection; for others he was the model of the

9 0n collective memories and its intersection with the history, see: Halbvildehs,
Collective Memory50-87, especiallyr8-87.
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ascetic commitment to the revolutionary cause necessary for the establishment of a
republic.

Thetombthat Dalou constructeshivers with an undeurrent of angstidden
vigor (fig. 1.8). Operating in the tradition of Frengisantmonumentsthe sculpture
pictures Blanqunaked on his back undem ample death shroud. His lean right arm,
vitalized by itstensednusculatureemerges from the cloth, extendibgyond the space
defined by the sculptureOs simpleaegtilar plinth. BlanquiOs hdatls backwad and to
the right(fig. 1.9). Engorged vein swellin the center ofhe revolutionaryOs forehead,
seemingly animating higsyche Instead of the traditional romantic narrative that would
have presentedaalm endo BlanquiOsaliant fightfor life, the corporeal energyf the
bronzeattess to a type of spiritual and physiognonsitugglethatstill courses through
him.>® This vigor in the revolutionaryQmdy and mind defiethe visual expectations for
the representation of deatind in both visual and psychological wayeniesa fluid
viewing process.

Dalou began work on the bronze effigy sometime in 18&2en the national
subscription undertaken to pay for the monument failed to raise enough funds to fully
finance the sculptur&alou offered his labors to the committee without hopgroper
remuneratiori’ By 1883 the sculptor had finished a model fordtiuebnot a bust as
planned, but a fullength recumbent portraif.Dalou, and sympathetic contemporaries,

presented the generosity that led him to produce the agtkemereduty of an artist

0 BenAmos, Funerals, Politics, and Memorg81.
®1 e NormandRomain, &n hommage aux opposants politiqQ#s.
%2 Special thankagainto John Hunisakor sharingwith me his unpublished manuscript
on Dalou. In his third chapter he describes trenBui monument and commission.
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who chose to participate in the social battles of his era.” The sculptor’s personal
motivation for this intervention, of course, should not be discounted.

In designing his monument Dalou called on a series of compositional references
that placed the sculpture in art historical conversation with French funerary traditions. As
Hunisak points out, Dalou surely found formal inspiration in Alphonse Dumilatre’s tomb
of the balloonists Joseph Eustache Crocé-Spinelli and Théodore Sivel (fig. 1.10).>* This
well-known group, which won a first class medal at the Salon of 1878, commemorates
aeronauts who plummeted to their deaths in 1875. Three years later the sculptor installed
a bronze version at Pére Lachaise cemetery.55 The tomb, a dual gisantmonument,
pictures Crocé-Spinelli and Sivel flat on their backs, clasping hands under a shroud that
showed their contours. As Dalou would later do with Blanqui, Dumilatre freed Crocé-
Spinelli’s right arm from the funerary sheet and turned his head to the right. Though
Dalou borrowed the compositional arrangement of this figure for his 1885 tomb, he also
tweaked the earlier design to move away from the details and effects that gave the
balloonists a sense of bodily calm in their eternal sleep.

Despite the clear similarities between Dalou’s monument and this prize-winning
sculpture of 1878, critics largely ignored the formal connections between them. Instead
they almost universally stressed the relationship between the Blanquiand Frangois
Rude’s renowned 1847 tomb sculpture of mid-century republican journalist Godefroy
Cavaignac (fig. 1.11). Rude, who in this instance also donated his efforts to the

republican cause, presented Cavaignac on top of an elevated rectangular plinth,

>3 Geffroy, “Dalou,” 321.
>* Hunisak, Sculptor Jules Dalaul27.
>3 Archives Nationales, F 21 488.
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ornamented with several inscriptions, in a style that Linda Nochlin argues presents “the

finality of death as an ultimate fact.”°

Rude partially covered the journalist with a death
cloth but stimulated the fabric’s folds, exposing Cavaignac’s naked chest and enlivening
the effigy with a romantic verve that expressed the tomb’s vitality. The calmness of the
journalist’s face proves a contrast from the active drapery; critics pointed to it as an
expression of his ever-present thoughtfulness. >’ At his side, a pen and a sword comprise
the allegorical attributes that contextualize Cavaignac’s modern crusade — and define him
as a democratic martyr.

Rude’s sculpture recalled the tradition of gisSantmonuments common to royal
mausoleums at Saint Denis. In updating the mode of commemoration, Rude presented
Cavaignac free from architectonic trappings and auxiliary figures that create physical and
spiritual distance between the viewer and the deceased. Suzanne Lindsey notes that this
composition startled viewers who were not accustomed to experiencing funerary
sculptures with such visual immediacy. She argues that the site of installation at the
cemetery of Montmartre — not in a burial chapel — only amplified this effect and helped
the monument take its place as the founding stone of a democratic martyrium.>®

Aimé Millet’s 1872 tomb of Alphonse Baudin (fig. 1.12) builds from Rude’s
precedent, adding journalistic qualities to the new democratic gisanttradition. In

December 1851 troops loyal to Louis Napoleon shot Baudin, a representative in the

National Assembly, as he stood on the people’s barricade in Paris. Two decades later,

>® Nochlin, Realism 65.
37 Audebrand, “Godefroy Cavaignac, romancier,” 656.
*¥ S. Lindsay, “Rude’s Cavaignac Tomb: The Symbolism of Cast Bronze in a Modern
Democratic Martyrium,” in La Sculpture au XIXSiscle, MZlanges pour Anne Pinggot
116-7. For a more thorough analysis see the introduction and chapter 6 in Lindsay’s
Funerary arts and tomb cult
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Millet imagedthe fallen republican clothed as he had beken he died on the capitalOs
streets His head turns to the right, with a bullet hole marking his brow. Despite the
evidence of violence, the countenaacel bodily compdson is serene. BaudinOs limp
and inert right arm drapes over a stele inscribed wighL©i.O Additional inscriptions
provide further edifying context, clarifying the credentials for the assemblymanOs
martyrdom. The formal reference to tiavaignacthe style of romantic death, and the
narrative details suggests the republican context in which Millet intended the sculpture to
operate.

When Dalou showed tH&lanquiin the Salon of 1885 ¢its were almost
universal in dentifyingthe sculpto® manipuation of the modergisanttradition,
specifically pointing out similarities th@lanquiand theCavaignac The rightwing
authorOlivier Mersonwas among several scribes who censured Daloulémkeof
originality in drawing on such a clearly establiglprecedent® Other critics took a
different view, understandirthe formal quotation to elevate BlanquiOs tomb and its
sculptor to the heights of ti@@avaignacand Rudé&?®

Many critics overlooked the significant difference between the two sculfaes
well as between thBlanquiand theBaudin Thestraining muscles antbrporeal
presencenanifest in DalouOs monument offers a far different construction oftdaath
its predecessor$§Vhereas the faces of tiavaignacand theBaudinare calm and their
musculatures are languid, tBéanquiDs visage is agitated, its muschasstrictedand
flexed The mannered drapery of t@avaigna adds vitality to the portrait of the

journalist, but the vital body dhe Blanquianimates its shroud where the folds and

> Merson, OSalon de 18656.
%0 Gautier, OSalon de 1885.
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creases reflect the angles and contours of the revolutionaryO8Mooegver, BlanquiOs
right hand reachesut Bfingers curlingbattempting to grasp at life, or perhaps a visitorOs
attention(fig. 1.13)

With its active right arm and the signs of flogiblood, theBlangui has more in
common with Auguste BartholdiOs 1872 tomb of National Guardsmen in the cemetery of
Colmar(fig. 1.14). In the monument commemorating the vitality and fortitude of French
troops who strive against deddmnoping in vain to pick up their swords and wage one
more fightbBartholdi imaged vigorous right arm emerging between two stone sheets
that cap the grae. The armOs muscles clench and its fingers dig into the surface. Blood
swells in the veins from the effort of resisting the finality of the tomb.

BartholdiOs monument employs thesedarm to communicate ideas of national
valor, accelerating eevanchist ideology about the continuation of the fight. The
BlanquiOs vibrancy similarly conveys the notion of unfinished struggle, but because the
arm and blood belong to a specific person, not a metonymic abstraction, the tomb
complicates ideas of temporal coniity. Indeed, theé3lanqui effigy appears to refuse its
deceased statsubverting the notion that the image of a deceased man would create an
inert sculptural environment. With subtle yet palpable vibrancy, the effigy dematerializes
the fixity of a sculped image and engages thedienceQssyche This effect destabilizes
the viewing process, producing sublime exchanges where spectators confront the dead
but still animate revolutionary.

Since the end of the nineteenth century scholars have associatezt tifis

sculptural concerns with Auguste RofrAlex Potts notes that a number of RodinOs

®L potts,Sculptural Imagination, 60-101
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contemporaries believed that the artistOs work Oembod][ied] a distinctively modern
psychological sense of becoming that dissolves fixity and boundedf&ssih

acheved these ends often through a manipulation of form that creatadcalature
vivantewhere the formal animation of muscle and sinew communicated psychological
states. This is precisely how Dalou treated the body of Blanqui, but whereas RodinOs
sculpturs often took the modern condition and psychology as &rtiemselves

DalouOs treatment of Blanqui engaged the instability of historical narrative.

Such a formal technique in the handling of BlanquiOs effigy dovetails with the
growing uncertainties thaharked the revolutionaryOs biography. In the first half of the
centuryBlanquihad riserto nationalprominence as a leadef a series of insurgencies
aimed at overthrowing governments and shepherding in a republic. Always willing to
consider violent sategies to accelerate revolutionary progress, Blamauie himself a
constant target of government prosecution. As a ressipéet the better part of his life
in a series of fench prisons. By the 1860s, his history of revolutionary activism and
constamincarcerations garnered hemmythic positiorin the eyes of a new generation of
insurgentsTheyrevered him ake Vieuxandvenerated him as an example of devotion to
the causé’

On March 17, 1871 Adolphe ThiersOs provisional government jailed Bfanqui
his participation in the Parisian uprising of late October 1870. The undoubtedly

premeditated timing of this imprisonmedjust a day before the unofficial beginning of

62 h;
Ibid., 76.
%3 Hutton, Cult of the Revettionary Tradition 22; PazUn rZvolutionnaire professionnel
133.
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the Commun@®meant that Blanqui couldbt actizely participate in the spring re.®*
Nevertheless, Communards continued to cite him as an exampheobitionary will®®
Theybelieved he was so crucial to their cause that they offered to trade all of their
hostage®including the Archbishop of Pargin return forhis releaseThe Versailles
government concurred about BlanquiOs importance and, fearing that his organizational
skills and ability to direct the insurgents would greatly boost their military prospects,
denied the exchang®.

A year after the Communanewgovernment comiasion sentencellanquito
life in prison for inciting civil war®’ Despite the intended length of this punishment, by
the end of the decade a numbesotialist groups began to place Blanqui on election
ballots for a spot in the Chamber of Deputi&ber hope was that in electing Blanqui to
national officethey couldforce the governmentOs hand and lead it to releagux
from prison®® The power of his name madach goalsoo modest.rsidethe first
campaigrbone foralegislativeseat from Mars#les Dthe issues at stake magnified and
engaged existential questions about the RepublicOs character. In this contentious period of

the late 18704.e Vieuxfound himself at the center of the national movement for

Communarcamnesty’’

® Parisians did not officially declare a Commune until 26 March 1871, howrever
revolt essentially began on 18 March 1871 with the assassinations of Generals Thomas
and Lecomte on Montmartre.
% Hutton, The Cult of the Revolutionary Traditiod6.
°® Nomad,Apostles of RevolutiQ6s.
%7 JoughinThe Paris Communéd61.
% The efforts to force amnesty through the republican value of universal suffrage
dovetails withGeorgeClemenceau@®adical republicanhetoric of 1879.
% JoughinThe Paris Commund 61169;LOZgalitZ9 Mai 1878.
44



In the 1880D andespecially following BlanquiOs 1881 delttivergent efforts
to construct politically rich national historias well aghe development of modern
radical ideologies began to complicate his reputation. While some maintained that
Blanqui represented the stcsinister element of FranceOs revolutionary cult, journals
sympathetic to the governmedno longer concerned thae couldundermingheregime
Pbegan to praiskis character and resoliean effort to appropriate his revolutionary
fortitude "° Certan prominent radicals of the 1870s and 1880s believed that had Blanqui
participated in the Commune, he would have been a moderate among the Parisian
revolutionaries. HenfRochefort for one, suggested that BlanquiOs influence would have
prevented many ohe CommunardsO acts of atro€itit the same timenew groups of
extremists invokedle VieuXDs name to pursue violent class struggle without basing their
social agitation in BlanquiOs political ideolodfes.

DalouOs tomb monument engages these narratadilities. A single thorny
crown (fig. 1.15) rests at BlanquiOs feet. Despite its ostensible symbolic power, the
wreath exists in the blurred space between allegory and realism. The prominence of the
brambles clearlyecallsa martyrOs crown, compounding @feistologicalallusionsthat
the deposition pose and shroud convey. DalouOs Naturalist inclusion of precisely rendered
leaves, howevemhibits the singular interpretation by recalling the actual circumstances
of BlanquOs 1881 funeral when wreathes overwhelmed his cortege on its Rvag to

LachaiseCemetery. The monumentOs inscription also refuses to elucidate a specific

" DommangetAuguste Blanqui au dZbut elll® RZpublique143.
"I Rochefortand Smith, The Adventures of My Liféd33
"2 BernsteinAuguste Blanqui356.
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commemorative message about Blanqui. It notes only that public subscription funded the
project, preiding a vague reference to the tombOs democratic origins.

The limited narrative detaiBno wounds, no edifying inscriptions, no precise
allegorical messagddrender Blanqui a martyr with an imprecise meaning. He is
available for appropriation by almosnyrepublican or fateft ideology.Gustave
Geffroy offered the highest prai$er this nornarrative representation. He wrote that it
exemplified what art should b@&n commentaire déHistoire;- un commentaire qui
parle plus haut que les hommesestZvZnemen(s? For Geffroy, the brilliance of
Dalou®s monumewas in its ability to transcend a temporal narrative to celebrate the
revolutionaryOs spirit without the complications of his insurrectionist deeds.

Geffroy, who authored thirst major bhography of Blanqui and was instrumental
in establishing the revolutionaryOs transhistorical legacy, offers a specifically noteworthy
review because he extoll@hlouOs sculpture as his model. In fact, he told BlanquiOs
family that he hoped t@aire littZairement de cette Ztude sur Blanqui un souvenir qui ait
quelques titres " rester ~ ¢™tZ du a@fuvre que Dalou lui consac€ To do so,
Geffroy built upon DalouOs representation of BlanquiOs Promethean struggle against
death The biographer aggranda®&lanquiwith a new epithetl. 'Enfermé Dthe
Imprisoned on®detailing the specifics of his incarcerations, describing the dankness of
his cells, and defining his martyrdom in the terms of BlanquiOs role as a noble prisoner in

the years before the estisbiment of true republican governance.

3 GustaveGeffroy, La Justice, 9 May 1885. OThis is what art should be, a historical
commentarypa commentary that speaks higher than exehevents.O
"4 Martel, Mes entretiens avec Granger, 153. OTo create a memory of Blanqui through a
literary study that may compare to the masterpiece that Dalou devoted to him.O
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GeffroyOseaction to the sculpture was not univdysshared but it is helpful in
its manifestation of the active mode of viewing that the monument mandated. Because
the Blanqui effigy refusesieathOs finalitgndresists edifying narratives, the sculpture
fails to make a specific narrative commentary. It provides the historical structure, but
leaves the audience to add the events necessary to complete the historical
representatior’

As viewers contemplate the manent, they construct histories that align the
effigyOs formal program with an individual matrix of memoires about the nationOs past,
the revolutionary tradition, as well as Blanqui himself. Each viewer produces a specific
narrative that harmonizes withetipsychologically open form. While Monarchists,
Bonapartistsand others entrenched on the French right would likely dismiss Blanqui as
nothing more than a vile revolutionary, within tleéist milieu, the shifting nature of
BlanquiOs legacy and the varied constructions of FranceOs past ensured that the interactiol
between the monument and its audience would never produce consistent meaning.
Indeed, the effigy initially operated only tordom Blanqui as a type of vagwgymbol of
the revolutionary traditiof® It took GeffroyOmarrative account nearly a decade later to
create a common understanding of the revolutionaryOs constructed Uegadiat
point, however, the subjectivity of parience created an environment where Blanqui
could not be historicizeBthat is, rendered a finished event to be analyzed. Instead, the

tomb unlocked a memorial space that was in a constant state 6f flux.

> On the need for a union of event and structure in historical represensagon,
Koselleck,Futures Past1057.
’® Hutton, Cult of the Revolutionary Traditio24, 161.
" On the difference between memory and history see: Nora, OBetween Memory and
History.O
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In its sculpturaknvironmentthe effigy enters multifaceted conversation with
its installationsite and its audience. All monuments can engage these external factors to a
certain degree, however the psychological openness Bidheui necessitates the
participation of the viewer. The effigyOs et inauguratiospacePere Lachaise
Cemetery, added a problematic layer of meaning because its own place in the nationOs
historic, sociegeographic, and memorial narratives.

Pere Lachaiseemetery was ParisOs most appropriate cerentamaseto intera
republican icon. For nearlye first four scorgearsof the nineteenth centurthe
cemetery existed outside of thecgpgeographical bounds of France®siinant sphere.
This cultural position was not simply dependent on the cemeteryOs locati®n in th
working-class sectors at the extreme of eastern Pari#, Wwasalso due to the
cemeteryQOs function as what Danielle Tartakpwalls @n panth@n de substitutiod
for nineteentkcentury liberals® The events of 1871 amplified the division between th
dominant sphere and the cemetery. It gained widespread ifdamyotoriety depending
on the perspectiv@as a site of violent conflict in the last days of @@nmune(Bloody
Week, and iteastern wallwhere government soldiers summarily executedine 50
Communards, became a site where Commune mesotidified.

The Government of Moral Orddid its part to accentuate the space as a site of
contestation, erecting the double tomb of Claude Magtomte and Jacques LZonard
ClZmentThomason the emeteryOs ceremonial affig. 1.16). The two generals, the
Versailles governmentOs first martyrs of the uprising, had been iriggiedlly at the

cemetey of Sant-Vincent ~ Montmartre. Ayear later thggovernment translated their

"8 Tartakowsky Nous irons chanter, 15.
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remains to the more contentious burial site winerreactionaryNational Assembly
committeditself to installinga monument in their memory. Though the sculpiéon
Cugnotand his architea€oquarthad originally planned a atemplativememoria) under
the regimeQdirectionthe definitive tombbecamean aggressive pronouncement of the
victory of the forces of order over Commune anarchy.

Thepolitical transition at the end of the decade, which saw the Opportunist
Republic asend to powermprecipitated a deft political gestutteat altered the nature of
the cemeteryOs memorial environmBeginning in 1880, the government unofficially
sanctionedPsre Lachaisas a site for the commemoration of the Comnflitieallowed
the redflag to fly on certain days and even tolerated a ceamount of pilgrimage to the
Wall. In relinquishingPere Lachaiseo those who would celebrate tBemmune and its
violencebmostly socialists, anarchists, and rebBlhie governmentoncentratedie
memory of thauprisingaround a eastern Parisite that highlighted871asa moment of
bloodshed, radicalism, and failegbellion®! For antiCommunards, suchrarrative
reinforced their vision of the Commune as an expressitimedifoorismessand
wantomess of theroletariancharacterOn the other hand, pilgrimsed this memory as
areminder of the martyrs of 1871 and asall for future proletarian revolts. These
efforts teemeavith the unspoken undertonBsind actual manifgationsb of renewed
violence, seemingly confirming the criminality and barbarism that the dominant sphere

associated with 1871 and its followers.

9 Le NormandRomain identifies a skef in theMaciet albums of the Bibliotheque de
LOUnion centrale des Arts dZcoratifs as Cugnot and CoqimitisQsan. See: A. Le
NormandRomain,Mémoire de Marbre, 98 (fn 82).
80 Madeleine RebZrioux, OLe Mur des FZdAdisse «sang craché»,O inLes Lieux de
mémoire, Vol. 1. 626.
81 Tillier, La Commune de Paris, 422.
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In 1881 Blanqui’s interment intersected with the development of such Commune
narratives. The massive public outpouring that lined his funerary procession from the
Boulevard des Italiens to Pere Lachaise proved that Blanqui still enjoyed an immense
popularity with Paris’s working class. Despite his move towards a more moderate
program in his last years, the day of his funeral saw the red flag of the Commune return
to the streets of the capital for the first time since 1871.%% In the cemetery itself, crowds
massed to listen to former Communards such as Louise Michel eulogize the deceased.™
Cries of Vive la Communend Vive la RZglution created further unease as right-wing
journals suggested that the “survivants les plus sinistres de la Commune” led the crowd.**

According to Blanqui historian Patrick Hutton, Dalou insisted on delaying the
official installation of the monument in order to place it in the Salon of 1885.% The
sculptor’s exact motivation for exhibiting the work in this space of cultural meaning
produced by the dominant — and largely anti-Communard — bourgeoisie is impossible to
determine. That said, Dalou — always feeling unstable in his social position — was most
likely thinking of the audience that would see the sculpture and how that would affect his
own renown. He understood that the nation’s cultural elite was less likely to venture to
the proletarian quarters of eastern Paris to view the effigy in the oppressive memorial
environment.

The intervention of the Blanquiinto the Salon sphere marks a departure from the
tone of the 1885 exhibition. For instance, Henri Gervex, whom J-K Huysmans called a

leader of the so-called “bourgeois-modern” style that dominated the Salon, exhibited Une

52 Dommanget, Blanqui: au dZbut de la iRZpublique 145.
%3 Hutton, Cult of the Revolutionary Tradition22.
% Dommanget, Blanqui: au dZbut de la iRZpublique 151.
% Ibid., 146; Hutton, Cult of the Revolutionary Tradition23.
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sZance du jury de peinture au Salon des Artistes fraffigisl.17).%® This painting
showcases the Salon juba group of artists ithe bourgeois uniforraf frockcoat, top

hat, and walking stickBreviewing a Naturalist nude and a landscape. GervexOs canvas
includes three workers in beige jumpsuits, jotting notes and moving canvases. Their
marginality in the scene insists on their position as functionddes the bidding of the
bourgeois gentlemen whose démms codify official taste andepublican cultural
expression. Likéere Lachaisend the cityOs workers, they remain removed from the
dominant milieu.

Despite the Saldds distance from themetery, both geographically and socially,
viewerscouldnot haveseparated thsculpture from its future space of installation. The
Salon catalog noted that théfigy was @estinZe ~ son [BlanquiOs] tombeau au cimetisre
du PereLachaiseO and reviewersnatinuously insisted on the monumentOs future
location®’ If these details were not enough, three weeks into the naézhiition of
1885 a particularly violent standoff betwegavernment forces and Commune pilgrims
at thecemeterycovered newspaperdint pages anthade the active memory of tege
more profound®

Because ofhe tombOsmbedded connection wikrre Lachaisgin the Salonthe
effigy transfers the site of Commune memory from the cityOs margins to its cultural
center However, it does so through a sculptural vesselrétatisdemocraticvisual
traditions and refusesvertly radical narrativesThese collisions offer the possibility of

reconsideringhe Commune outside tie marginalizing memories active at the east

8 3K HuysmansOLe Salon de 1883,OEvolution Sociglé3May 1885.
87 See, for example, Lanson, OSalon de 1885,0 324; NoAltistes franeais et
Ztrangers 210.0ODestined for his tomb at ReLachaise Cemetery.O
8 | Owiivers illustrZ 15 January 1881, 3RebZrioux, OLe Mur des FZdADB&S.
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Paris burial groundyushingviewers tocontend with theevoltOsessy link to a broader
national history

A similar disruption of memorial expectations occurred when Dalou finally
installed the effigy in August885. The sculptureOs ambiguities asteation with
RudeO€avaignacnegate obvious narrative links between the tomb and the increasingly
militant and extremist tone of the memorial environmbtdreover, because the work
had been vetteBand often celebratddwithin therepublicanSalon,the effigy could
rekindle thecemeteryOs traditional role agamtheon for liberal heroes. It existed in the
blurred space betwe€@ommunediscourse and counteliiscourse, forcing a

reconsideration of these structural ideas.

A year after Dalou exhibitelis Blanqui he continued his exploration of the
revolutionary metanarrative with a proposed monument to Victor Hugo for the Pantheon.
Hugo, the greaauthorstatesman of FranceOs nineteenth century, died in late May 1885
just as the renewed violence atdbachaise impacted ttBtanquiOs position at the
Salon.By the time of his death, Hugo had earned a reputatidmeagrandfather of the
Republic anchis passing precipitated a great national mourridajouOs response took
shape in two relatedorks tha he submitted tohe Salon of 1886ouvenir du 22 Mai
1885andProjet de tombeau pour Victdiugo, ~ Zriger au PanthZoenrich one another
to commemorate the national icon through his own romantic lenses of histadgrnity,
art, and revolution.

Souvenir du 22 Mai 188@ig. 1.18) operates as a straightforward depiction of

romantic deatln whichthepoetlies serenely otnis deathbed under an ample blanket.
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pillow props his head into a comfortable position and his arms lay still next to$os tor
His face is calm and the bodily effect is peaceful. At the base of the bed Dalou installed a
number of wreathes and palm branches around HugoOs feet, reinforcing his grandeur and
marking the passing of a nineteeitimtury icon.

The sculptorOs portadyof Hugois consistent with a number of contemporary
depictions of theuthorOpassingincluding a23 May 1885 photograph by Nadzs well
as an engraving by LRiverend and Henri Doch{/ Such henogeneity is hardly
surprising;HugoOs family and closgehdshad taken an active role in construgtihe
romantic narrative of hinal days, reporting his last moments to the Parisian pre$s
callinga number of artists to his bedside to capaiieal image®® Nadar, Le Riverend,
Dochy, and Dalou repsent oty a fraction of the group that numbered nearly a dozen,
includingthe sculptolexandre Falguieré® Either by chance or by the familyish,
Dalou and hisnouleurearned the opportunity to sculpt Hugafsrarymask®

Hunisak argues that by &ibiting Souvenirnn the 1886 Salowith atitle that
insisted on Dalou@®sesence at the writerOs deathbed, the sculptor claimed a type of
visual authenticity for hisecond sculpturd®rojet de tombeau pour Victétugo, ~
Zriger au PanthZoffig. 1.19). This larger ensembigarticipated in a type afnofficial
competitionto erecta monument to Hugo at the newly rebaptized PantPddnnisak

suggests thahe sculptor employe8ouvenitto assert his proximity to Hugo, which

8 BenAmos, Funerals, Politics, and Memor281; See also, Avner Békmos, OLes
funZrailles de Victor Hugo,O liteux de MZmoirgvol. 1, 473522.
% BenAmos, Funerals, Politics, and Memor281.
L Emanuelle HZranL@ dernier portrait ou la belle mgtt inLe Dernier Portrait 54.
%2 0n the possibility that circumstance rather than the family®s initial desire led them to
commission Dalou to execute the khage: Oes fetes de Centenaire de Victor HughgO
Temps26 February 1902.
% Mayo-Roos, @odin's Monument to Victor Hug6638-9.
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could afford himOa proprietargight to the commission for this proposed monuméht.O
At the very leasthe evocation of DalouOs position at the poetOs bedside should have
reminded the audience otkar link between Hugo and the sculptor that few others
couldclaim. Unfortunately foDalou, if hetruly hoped to us&ouveniras such a todlis
efforts failed. As AmZlie Simier nate@as un critique ne rappelle sa prZsence awethev
du dZfunt, pas un ne souligne quQil a une 1ZgitimitZ " reprZsenter le mort parce quOil Ztait
.G

While Souvenimay not have beemsuccessful attempt to claim the right to
sculpt the Pantheon monument, Hunisaksisuredlycorrect in asserting that Dalou
thought of the relationship between the effigy and his larger proposed project. Indeed, in
Projet de bmbeauthe sculptoinstalleda reducesesize version of th&ouveniron the
monumentOs central axis. The image of the deceased Hugo aligns perpendicularly to an
exuberantly ornamented triumphal arch capped by a series of republican and poetic
allegories. Tie modelOs compl@onographic programexpressed in spiritedrelief and
two freestandig sculptures thdiookend theentral archdraws heavily on &inity of
HugoOs 1870s and 1880s publicatiassyell as on the cultural theater of the authorOs
funeral.

DalouOs modeliciteda mixed reaction from criticSome were quick to decry it

as an Esquisse sommaif@ or anZbauche " peine indiquA8°® Others believed that too

% Hunisak,Sculptor Jules Dalow264.
% AmZlie Simier, OFig. 58, Jules Dalvfictor Hugo sur son lit de maqr1886,0 iWictor
Hugo vu par Rodin132.0ONo critic remembered his presences at the bedside of the
deceased, not one emphasized that he had legitimacy to represent the dead because he
was there.O
% Loustalot OSalon de 1886a Sculpture,Q7-28; Geffroy, Qes fuvres dZcoratives au
Salon de 188® 3610Summary sketch.O OA sketch barely indicated.O
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many contrasting formal energies marred the composition; Georges Lafenestr¢hat
the juxtaposition of the rigid poet, the dry architectural frame, and the exuberant relief
proved to be visually unpleasafifcor many othecritics, however Projet de tombeau
suggested that Dalou was thely appropriate artist to undertake tisualhagiography.
Comparing DalouQOs entry with thos@atilDarbefeuille and.ucienPallez,Maurice du
Seigneumrote, Q.a composition de M. Jules Dalou est encore plus ambitimase
infiniment mieux comprisel ne sOagit plus dOun simpleredisf dZcoratif, mais bien
d®un monument grandiose qui trouverait sa place au Pa@thZorEmile BlZmont, the
magisterial conception would give form to a national masterpawtPaul Fontaine
wrote simply that in viewing the modeh@us ne pouvons que fouter un viu devant

cette conception admirable, cOest que M. Dalou puisse la mener ~ bafihe fin.

From the time it became clear that Hugo was dying to the day thddsddten
to restat the Panthegmis deatloccasioned national spectacle. Avner B&mos
recounts that in the poetOs last days his smuged as Owh@whoCof republican
societyas people came to pay their resp&rasd be seen doing $8.Before the State
interred the poet, it organized a type of lutwvake atthe Arc deTriomphewhere

HugoOs body lay in a giant catafalque. Despite the funerary context, the time that the

7 Lafenestre, OSalon de 188670.
% Seigneur, OSalon de 188673.0The composition of M. Dalou is still more ambitious
but infinitely better conceived. It is no lormge question of a simple decorative low relief,
but of a grandiose monument that would find its place at the Pantheon.O
%9 BIZmont, OSalon de 1886,0 26; Fontaine, OSalon deB&6of2 this admirable
composition we may only form the wish that M. Daloayntarry it out to a good end.O
199 BenAmos, OLe FunZrailles de Victor Hugo,O-873.
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body lay in state produced a type of natiarelebration:®* A massive oficial procession
took place on the first afune, bringindogether the entirety of the RepublicOs diverse
sects and branches to celebrate its A&rAn unofficial festival also took place as a
seeminglyendlesgaradeof visitorsfrom all social classesade pilgrimages day and
night, staying to fete the poetisiwork, and his RepubliSeverabbservers compared
thesceneo the1880festival of 14 July, complete with an almost carnival atmospfiére.
The setting at Etoile was one intended for such cultural th@ard 20).
Contemporary images show the AteTriomphebeneath a veil of black drapery that
risesover the summit of the monument, coverfrajguisreOsemporary statu@riumph
of the Revolution The cloth sweeps over the southeastern face of the arch (front, left
when viewed from th€hamps ElysZy and partially masks JedtierreCortotOs
Triumph of 1810The sweeping aesthetic continuwgth the clothrising to the outside
corner of te monument&ace. The waves of the drapémbue the neelassical arch
with an emotional charge that finds sympathRirdeOBZpart des Volontierswhich
remaineduncovered on thstructureOsouthwestern fasadélere, thampassioned
gesture oRudeOMarianne drives the viewerOs attention éocémter of thetructure
where HugoOs ornate catafalque fillelvoid.
Dreyfous suggests that this sight had a profound effect on Dalou:

A la vue du catafalque gigantesque, ZdifiZ sous IOarc de

triomphe de IOEtoile, et au pied duquel reposait le dercue

de Victor Hugo, Dalou eut cette idZe que rien de plus

grandiose ne pouvait servir de theme au monument que la

postZritZ devrait Zlever en souvenir de Victor Hugo. |l
semble que, " la lumiere rouge et flottante des torches de

“ipid., 504. )
1% RougeDucos,LOArc de Triomphe de IOE{@@001.
193 BessonneFavre,Les Fstes rZpublicaing®61-265.
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figures, s’animer sur le fond noir des draperies flottantes

qui fermaient cette colossale porte de gloire et faire cortege

de celui que les avait mises hors de son cerveau géant pour

emplir & tout jamais I’ame du genre humain.'**
Amélie Simier argues that it easy to doubt Dreyfous’s account of Dalou’s sources,
especially in light of the author’s comments about Dalou’s Mirabeaucomposition.'®’
Despite the blurring of fact and myth that runs through the biographer’s account, the
Hugo funeral yields a unique set of circumstance because Dalou had served on the
Commission des funZraillésat saw to the apotheosis of the author. As part of a three-
person souscommissioried by Charles Garnier, Dalou assumed responsibility for
helping to design and prepare the decorations that would inspire his model."'*

While the arch that Dalou constructed for the tomb — with Corinthian columns,
vegetal trains, putti, and a stepped entablature — was no mere copy of Jean Chalgrin’s
monument at Etoile, it evoked the iconic neo-classical structure. Combined with the
inclusion of the Souvenireffigy, the composition conjured memories of the May days of
1885 when stories of the poet’s death and the conflicts over Commune memory shared

Parisian journals’ front pages. The subtle references to 1871 surely rekindled memories

of Hugo’s own conflicted relationship to the Commune.'”’

1% Dreyfous, Dalou, 214-5. “Upon seeing the giant catafalque, edified under Arc de
Triomphe at Etoile, and at the foot of which rested the coffin of Victor Hugo, Dalou had
the idea that nothing more grandiose could serve as the theme for the monument that
posterity should erect in memory of Victor Hugo. It seems that, in the red light and in the
floating torches of faces, the bottoms of the waving black drapery, which shut the
colossal door of glory, became animated and created a parade of characters who had
emerged from Hugo’s giant brain to forever permeate the spirit of humanity.”
195 Simier, Fig. 58, Jules Dalou, Victor Hugo sur son lit de mart886,” 132.
106 «La Commission des funérailles,” La France 25 May 1885. On the preparations of
the Arc de Triomphe see: Loyrette, “Charles Garnier et le décor de I’ Arc de Triomphe,”
La Gloire de Victor Hugp308-309.
197 See, for example Le Gauloisor Le Rappel4 and 25 May 1885.
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The authohadspent tle duration of the revolt abroad and maintained an
ambivalent position throughout. Writing Actes et ParoledHugo described himself as
beingin favor of the Commune iprinciple but against its executio¥. This attitude put
Hugo out of step with the dominant bourgeoid government discourse, the-aft
nothing nature of which denied the possibility for the ambivalence that défimgaOs
position. The violence that bosides perpetrated horrified the author, but he viewed the
revoltas awther partial, if failedstep in the path to thdealrepublic. This prompted
him to be the leading voice of the minority who considered Communards as political
insurgents in the ma of previous revolutionaries; he began lobbying for their amnesty
amost imnediately following the uprising®®

The familyOs plan to inter Hugo at its pldPae Lachaiseserved as further
ammunition for those who identified Hugo as a Communard suppohetiming of his
death, whiclcoincided with the violence surrounding the anniversary of the Bloody
Week andaweek in which two former Communard leaders would bettar@st athe
cemeterymadethe proposedurial site even more problematiBoth the extreme right
and the extreme leftoned inon the planneéluneralto restate their attitudes towards the
1871 uprising in a manner thatmarced divisive socigeograghic dichotomied®® The
governmentOs eventual decision to use HugoOs funeral as a moment to convert the Churct
of SainteGenevieveback into the Pantheon allowed it to sidegtagially the issueof

the authorOs Commune connection. That said, this mamsgagred a different site of

198 victor Hugo @ MM. Meurice et Vacquerie, 28vril 1871Q\ctes eParoles, Tuvres
completes,788-89.
199 30ughin;The Paris Commund95.
H9BenAmos, OLes FunZrailles de Victor H@a9e01.
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revolutionary conflict, and a building where Commundrdd boldly flavn their red flag
in the spring of 1871.

DalouOsompositionavoids any direct evocations of these divisive narratives. At
the top of the ensemble, the saalpositioned a singing Apolloyte in hand, riding
Pegasus. A personificatiani Liberty, in the pose of Renown, turns her back to the
viewer and looks up at the winged horse that elevates just above her head. Truth, Justice
and Love accompany the Gkegodin his chariot At the corner of the monumeng, t
ApolloOs right, a woman with an open bBdcienceDsteps oraroyal crown and
papal tiara. On the opposite sidesecond strorgrmed woman, embodying the virtue of
Peacebreaks a club over height knee in an echo tie scene ikraternité. The mix of
politics and poetics insisbn what Hugo believed to be theherent duality of his
projects,as heequatedis sentiments diberalism withhis artistic expressions of
Romanticism-**

Below this level of the sculptur@®alouvisually engaged HugoOs transhistorical
treatment of theevolutionary spirit and the poetOs faith in the constant advance of
history. 1*? The two sculpturesutside of the framboth depict excerpts of HugoOstitc
luvre , which convey the authorOs constitutive version of histaryhe viewerOs left,
Daloumodeled a scene of Quasimodo sa\Esgneralddfig. 1.21), a vignette from the
1832Notre Dame de Paris. In the sketchy composition, Dalou positioned the squat
Quasimodmn top of a number of fallen figures. He crouches his legs and straightens his

torso as he lifts the heroine away from her site of execution. QuasimodoOs animalistic

Hvictor HugoOs Prefaces@momwell andHernani both serve to define romanticism
and its relations to nature, truth, and liberali§wee: Victor HugoThédtre complet.
Y2 Fergusonparis as Revolution, 1556; Brombert,Victor Hugo and the Visionary
Novel, 50-69.
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face and unrefined features speaks to his physical grotesqueness, a phenomenon that
intrigued Hugo and many republicans in the years before the Second Empire.'"?
Esmeralda is completely without agency as she rests limply in the Hunchback’s arms.

Throughout Notre Dame de PariHugo employs editorial commentary and
references to the Bastille, the pavZ and the fictional revolt that unfolds in the text to insist
on the relationship between his Gothic setting and nineteenth-century circumstances.''*
The revolutionary spirit of the novel presents 1789 as the realization of the unsuccessful
revolt of 1482, and as the progenitor of 1830. For Hugo, and many in his generation, this
was certainly not to be the end of the story — these new republicans believed 1830
represented an “aborted” revolution.'"” Far from being a conclusion, the July Days
signaled a moment of transition that portended the coming of more fundamental change —
a parallel vision to that Dalou explored with the Dupont citation in FraternitZ

Dalou’s choice to represent Quasimodo operates with multiple levels of heroic
iconography. There is the basic virtue of his act, sweeping in to save the beautiful woman
just before her death — a move prompted by his genuine love for the Gypsy and his
rejection of a judicial system that would see Esmeralda hanged for the crime of another.
Moreover, Quasimodo operated as a cherished icon whom contemporaries believed
embodied the popular spirit of France. Fyodor Dostoevsky, for one, described him as “la

personnification du peuple frangais du Moyen Age, opprimé et méprisé, sourd et

'3 See Hugo’s preface to Cromwell
1% On the revolutionary connotations of the pavZsee: Victor Hugo “Feuilles paginées,”
in Victor Hugo, luvres complstes 961-2; Also noted in Brombert, Victor Hugo and the
Visionary Novel50-1.
5 Brombert, Victor Hugo and the Visionary Novék.
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difforme, maisen qui sOZveille la conscience de son bon droit et de ses forces infinies,
encore inentamZ&$*°

In the following years, Hugo amplified QuasimodoOs importance for the
metanarrative ofevolution. Jeffrey Mehlman points theintertextual modes of
descriion in HugoO4834LittZrature et philosophie melZ@s an effort tguxtapose
Quasimodo with the orator Mirabe&wanother figure celebrated for his revolutionary
activism and his grotesque physiognothy Mehimen argues that the difference between
the Hunchback and Mabeau centers on their abilitissarticulate for the peopte
Mirabeau,s a later and moreefinedincarnation of Quasimoddjust as 1789 is a more
mature manifestation of the revolutionary spirit that connects the 1482 reiXdtrim
Dame de Pariso the nineteenth centuty?

The vignette on the opposite side of the composition is equally eathesh
HugoOs constitutive narratisredGothic Tuvre. Here, Dalou captures the climax of the
epic poenEviradnu® fromLa LZgende des siecl¢Bg. 1.22). The eponymousknight-
errantis in the midst of his battle witlhhe Polish King Ladislas and the German Emperor
Sigismond Eviradnushas just throtdd Ladislas with his bare hands and begins to
confrontthe Emperor, whias armed himself with a swoibllowing the poemOs story,
Dalou depicts Eviradnus withe body of the recently dead kingjsed above his head.

He is poised to use the body as a club, preparing to bring it down violerigismond.
HugoOs verdCCette espece de fronde horrible du tombeau, / Dont le corps est le corde

et la tete la pierre. / LeadavreZperdu se renverse en arriere, / Et les bras disloquZs font

18 Quoted inMaxime PrZvosRictus romantiquesL18.

17| amartine Les Hommes de RZolution, 12;Orr, Headless Historyl48.
118 MehIman,Revolution and Repetitip88-89.
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des gestes hideGxprovides an image far more startling than even Dalou achieved in his
modelingof twisting bodies emboldened by fear and af{féXevertheless, the horror of
these lines would have risen quickly to the mind of the 1880s viewer.

As with the pendant statue of Quasimodo, the Eviradnus vignette operates on
multiple levels. Evirachus isnot a member of the peopgder sebutthroughout the poem
heservesas the symbol afs noble character and righteousness. Pierre Laforgue has
called him the representation of Othe Good (le Bien)O and the upholder of traditional
values'® While the KnightOsctions are viciousdugo providesa context that justifies
their brutality. He ishot simply killing twoauthoritarian®the references to regicide
being quite pointe® butseeking to annihilatehat they represent, whidtaforgue
termed, OthBad (le Mal),0 and the degradation of social vditfes.

Evenwith its Gothic setting, liké&Notre Dame de Parf8seferences to theavZ
the Eviradnus poem fsill of contemporary allusion§or instance thdZnouement of the
epoch sees thenight calmlystepping back after killing Ladislas and Sigismond and
declaring G Oest bien! disparaissez, le tigre et le ct@&aThe references to the tiger
and the jackal would surely have set off intertextual alarms for the informed reader of
Hugo who would recathe authorQses Ch¥%otimesin which he described Napoleon lil
as a fake tiger and his 1851 military chief Marsladques Leroy de Saint Arnaasl a

jackal.

19 Hugo, @viradnus,®a LZgende des siscle®645. OThis sort of horrible slingshot of
death / whose body was the rope and the head the/sten&enzied cadavdrends
backwardg and the dislocated arms make hideous movements.O
120| aforgue,La LZgende des SiecleB0.
121 pid.
122Hugo, OEviradnus,O 268t is good. The tiger and the jackal disappear.O
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Within the proposed monumeiyiradnusboundlessness and timelessness
underscores DalouQs intéiadHugoOs constructionatranshistoricabast Throughout
the epic, Hugo calls Eviradne SamsorchrZtienOcompares hinto Charemagne and
places him in awelfth-centurybattle to defend thErench princesalix .*>* @uOimporte
1B%.ge!O Hugmte, Oil lutteG?* His place of origin is equallynfixed Hugo begins the
poem bycalling him @viradnus dOAlsadbut laterblurs his geographical roots by
noting that he comes from Palestine. This temporal and geographic fluidity contrasts the
time- and sitespecific identity of the monarchs, revealing one of HugoOs chief narrative
concerns irLa LZgende des siscl€the opposition between legend and history.

In his prefacdo the seriesHugo defines history as the realm of Herodotus and
legend the domain of Homer. Unsurprisingly, Hugo grdupsolume with the bard of
the Odyssey and the lliad, suggesting that individual poemga&sent IOun ~ I0autre le
flambeau de la tradition hurime.3% Each focuses on progress and the turning points in
the narrative that develops between the beginning of Christianity, the development of
humanismand the ultimate advance sfience"?° For Hugo, this pursuit is nobler than
an account rich in eventisat details specific temporal perglout does not further the

narrative of humanity.

Dalou used the frame of his modelOs arch to signal a transition from HugoOs

Gothic Tuvre to a set of writings concerned with the Bourbon regime and nineteenth

123|bid., 232-3. OWhat matter the age, he fights!O
1241pid., 234.
125 victor Hugo, OPreface,OLia LZgende des sisclgs. OPass from one to another the
flame of the human tradition.O
128 |reson,Victor Hugo | 259.
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century plitics. At three points on the inner edge of the strudwee at each side of

the base of the curve and one at its d@Bwalou installed distinct maskfg. 1.23.

While the sculptor rendered them with sketchy detail, each carries a different, almost
fantastic physiognomy and distinguishing attributes. All three faces have open mouths,
allowing Dalou to present them as if they were howling. Hugo had evoketetre
sculptural precedent for these imaggsermainPilonOsiascarons that decoratélenri
I\VOsPont Neuf (fig. 1.24) Das popular symbols.

Beyond the formal evocation of art from thacien RZgimeDand therefore a
transition away fronthe GothicDDalouOs use oflBnOs masks sigaal reference to
Hugo04881 poem OLRZvolutionOin which the sculptures play a central rdtethis
poemfrom Les Quatre Vents de [’esprit, monuments tédenri IV, Louis X1V, and Louis
XV come to life march through Parignd winhess the execution of Louis XMlike the
two Gothic vignettesDalouOseference to OLRZvolutior® channels HugoOs constitutive
narrativeand defiance of monarchical structures of powéthe end of the poem, the
three earliekingsask Louis XVI who is to blame for his position on the gallows. In a
response that suggestetegicide of 173 was the culmination of centuries of conflict
between the people and their monartiesdoomed king responds,mes peres, cOest
vousO

As with Eviradnus and Quasimodo, the masks had particular resonance in HugoOs
popular mythologyln a lengthy section of the poem, twethor anthropomorphized the
faces, describing their howls and emboldening them as the mouthpieces of the peopleOs
vengeance. Their grotesqueness, which spoke to ninetesmilry democratic ideals,

contrass the mannexd pomp and grandeur of three kings. Moreover, the agency of these
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popular objects mocks the powerless personifications of the kings who watch helplessly
as their descendent occupies the executioner’s scaffold.

Les Quatre Vents de [’esprit, along with Les Chatiments and La Légende des
siécles, belongs to a type of poetic trinity that Hugo published between 1870 and 1883.'%’
From the late 1870s through the 1880s the union of these texts provided contemporaries
with insight into Hugo’s take on progress, politics, the role of the artist, and the
revolutionary tradition.'*® Dalou turned to the latter two volumes for the scenes that
animate the inside of the arch.

Within the frame to the viewer’s left, Dalou modeled a scene from Les
Chatiments (fig. 1.25) — the author’s most polemic political attack on Napoleon III. The
sculptor had originally designed the vignette to be used as the frontispiece for a national
edition of the collection of poetry, and here he recycled the vertically oriented scene.'*’
Beginning near the mid-height of the arch and tumbling to the level of Hugo’s bed, the
vignette depicts a muscular man with a flying cape descending on a pile of anguished and
twisting bodies. In a formal program and emotional force that evokes Michelangelo’s
Last Judgment, Dalou presents the hero with his fist cocked — or perhaps holding a blunt

weapon — ready to mete out vengeance on those below him.

127 A special note of recognition is due to Pierre Georgel who not only clarified the
importance of the timing of these three volumes, but also shared his extensive knowledge
of the Hugolien ceuvre with me in multiple conversations about Dalou’s iconographic
program.
128 Hugo had actually composed the latter two volumes in the 1850s while in exile but
Les Chatiments could only enter widespread circulation in the tumultuous months of late
1870. The success and notoriety of La Légende des siecles owes largely to two re-
issuings of the volume, in slightly altered forms, in 1877 and 1883.
129 See Dreyfous, Dalou, 213.
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The specific image invokes HugoOs p@&h ! je sais qu'ils feront des
mensonges sans noreld This verse calls on the precedents of Shakespeare, Dante, and
Aeschylus as geniuses who advanced the narrative of humanity. Hugo cites their example
to demand that the poet becomesagagZban active agent of historical change. The
deeply personal lines, written by the exile author attacking his political nemesis, make the
poet an instrument of vengeance, and his poems tools to banish the CaasthaésO
andit©who stand in the way oepublian governanceNever doubting his own
importance Hugo used these lines, and the collectbpoetrymore broadly, to anoint
himself thesocial and political spokesmanffanceOs ennoblpdople declaring
himself the bard of popular revolutioary movementhat would savéhe natior°
OppositeLes Ch%otimenBalou imaged®leine MeO(fig. 1.26) DHugoOs
exploration of industry and progressthe nineteentitenturysection ofLa LZgende des
siscles In the pastHenriette Caillawhasidentified this vignette of a boat and bodies as
a representation dfe authorOs 1836 poem OOceandQ$dhelikely basel the
identification onthe images of agonized heads to the right of the boat as an illustration of
the line ®lul ne sait votre sort, pauvrees perdus}* Yet the complex and interrelated
allegorical program of the ensemble makies inclusion of a poem dedicated to lost
seamerappear oudf place.n fact, reconsideration of the sketchy forrdatails suggests
that the series of heatistlikely prompedthe OOceano NoxO identification are actually
attached to bodieJ he torsoduse togethein romantic modelings the scene moves
from a deeper plane of the relief towards the foreground. Hovering in an ethereal sphere

abovea scene of a ghwreck, the undefined bodies adidtresse@xpressiongvokea

**9vanderwolk Victor Hugo in Exile 110150. ]
131 Caillaux,AimzJules Dalou, 54. ONone know your destiny, poor lost heads.O
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line from ®leine Mer,vhere Hugo describ&®es stres tZnZbreux marcher dans des
nuZes3*

The evocation of thestes tZnZbreu® amplifies the crossimgast and
smokestackhat layon theship,the clearest identifiesf the poem an#fugoOs
description ofits centralboat the_eviathan In HugoOs versa combination of seven
masts and five chimneys power@ttanic warship of perverted nineteergéntury
ideals. Despite such awesome rmasde muscle, the ship was no match for the force of
nature, sinking in a whirlpool of the seaOs fury, the power of which Dalou conveyed
through a set of aggressive waves that emerge into high relief. The imprint of the
sculptorOs fingeBsomething that wad have been unlikely in the final monumént
testifies to the emotional force of the modeled sealids twist andurn underneath the
boat in aswirl that calls to mindhe vortexthat felled the audacious vessel

Though a pendant foes Ch%otimerasid open to possible political readings,
(Pleine Mebis outwardlymore concernedith progress and societyOs move towards the
modern erd® It is not an isolated worlind operates best in thentext of ®lein Cie|Oa
poem thatHugo placed after it in higolume. WhereasRieine Me© and its capsized
warship evoke thaopelessness and destructive forcprofjressinconcerned with
human tol] QPlein CieD celebrates the possibilitieswéntiethcentury developments
that will yield social goodThe relatonship between the poems is an extension of the

poetOs constitutive rationale, but the invocation of a glorious future offers the possibility

**2 OThe mysterious beings walking in the clouds.O X
133 For a political reading of the poem sé&sfford, Hugo's Pleine Meand the OGreat
EasternO,0 119201.
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for the establishment of the utopiapubli@an society through the continued progress of
history.

In the center Bthe relief,vertically aligned betweeHugo on his deathbed and
ApolloOs charipDalou imaged the satyr frothe authorQmemCseizisme siscle,
Renaissandaganisme@gain fromLa LZgende des sisclgBg. 1.27). Sitting in
Olympian cloudghat swellabove an area of virtual flatnedisectly above the po&s
effigy, thesatyr Danother popular hef®leans slightly toward the viewer with an
animated pose that amplifies his compositional centratitie fulcrum oDalouOs
iconographic program. Framégy the threenascaronsthesatyr looks toward
Quasimodo, initiating a visual interplay between the three embodiments of FranceOs
mythical peopleba threepronged populaconnection that Hugo had made explicit in
OLaR#volution.3**

Over the course dRenaissancpaganism® the once mockesdtyr defies the
supremacy of th®lympiangodsbsketchily evoked in the clouds around hima song
laced with the rhetoric of the nineteeaibntury popular revotion, hesings that man
was @it pour la rZvoltesainte which would producdeGainte ordre de paix, dOamour,
et dOunitd>° The satyr offers a didactic parable theticourages humans to throw off the
yoke of kingsand renouncsuperstition in a Promethean effort to transform humarfity.
He concludes hisevolutionary ascerthrough a bodily transition, transformifigm a
faun to the god Paand announcing hBand the natural world®supremacy over

superstition.

134 Brombert,Victor Hugo and the Visionary Novdl87.
133 victor Hugo, Geizisme siecle, Renaissan@Paganisme.e Satyre,O iha LZgende
des siscles426.0Made for virtuous revolt.O OThe pure order of peace, love, and unity.O
138 Huga Que Satyre,O 427.
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The vehicle for the satyr’s transformation — song — reflects kindly on Hugo’s own
role in advancing the revolutionary cause. The instruments necessary for his performance
evolve as the poem advances. Though he starts with his own tools, he appropriates
Mercury’s flute midway through his verse. Advancing further in his song, he calls on
Apollo’s lyre — a reference that would draw the viewer to the chariot group capping the
model — for his lines about the evolution of humanity. For Hugo’s contemporaries such as
Louis Aguettant, this series of lyrical transitions served as a call for a new type of poetry.
Aguettant writes that beneath the satyr’s song, Hugo’s message asserted that the next step
in humanity’s advance necessitated “une lyre nouvelle, non plus celle des Grecs, de
Virgile ou de Racine, mais la lyre géante de Victor Hugo — qui se veut un génie poétique
aussi vaste que la nature méme...”"”’

Playing his lyre to the Olympians, the satyr presents the possibility for art to serve
as the catalyst of the revolution — the very idea that Hugo embraced in his poems from
exile. Nevertheless, the idea of revolt in the satyr’s song — despite its contemporary
resonance and explicit references — exists outside of the nineteenth century. As Victor

Brombert explains, through its mystical resonances the revolution becomes part of a type

of cosmic myth."**

The vision of a dehistorized revolution at the center of the Hugo monument
animates much of Dalou’s 1880s ceuvre. The same notion of the revolutionary tradition

activates FraternitZand its reference to Pierre Dupont, as well as the tomb of Auguste

7 Aguettant, Lecture de Le satyre de Victor Hu@3. “A new lyre, no longer that of the
Greeks, Virgil, or Racine, but the giant lyre of Victor Hugo, who claimed to be a poetic
genius as immense as nature itself.”
3% Brombert, Victor Hugo and the Visionary Novel87.

69



Blanqui where the martyr seems to struggle beyond the grave. Each of these works also
rebounds in the space of the nineteenth century to include the Commune as part of this
metanarrative. None of theseulptureswith the exception of the secondary imad¢he

fete in FraternitZ however, take the events of 1871 as their main point of emphasis.

The destabilizing effect of the Commune takes shape as the ensembles enter
ceremonial and memorial environments that structure the relationship between the new
Republic of the 1880s and its past. The participation of these works within the matrix of
history, memory, space, and thesting Commune discourse causalisruptionthat
upset the conventional order of thingsaternitZ Blanqui andProjet de tombeaoffer
an alternative paradigm through which to view the Commune and therefore the society
that evolved from its ashes.

A shifting notion of French masculinity began to emerge in this new society.
Traditional heroesfahe Church, the armynd the popleclashed with the needs and
expectations of the republican majority. The bourgeois leaders of the new government
espoused a profound anticlericalism; the disasters of-18Had tarnished the army both
for its role in the fraternal violence of the lattpring and for the earlier failure in the
face of the Prugan advance; and the mythicalgple who had energized the republican
spirit throughout the century exerted less and less influence as ideals of fraternity and a
common love for th@atrie gave wayto an evaluation of society rooted in a bourgeois
proletarian dichotomy.

DalouOs projecperates without regard for these newwinstances. Instead, it

turns onwhat Henry Roujon calls the sculptorOs religlarprofound love for the
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people'® DalouOberoes manifest the mystimRantic populisnof the evolutionary

tradition, which the sculptor presentsaaguide fopolitical andmasuline engagement

for future generationd'hough the sculptures are largely successful in fusing structure

and event to present the Commune as a moment of historical continuity, they nevertheless
prioritize a past notion of masculine virtuembodied in thgquarantehuitard and his
descendant, Brequi, Hugo, thenascaronsQuasimodo, and othess the talismanic

catalyst for a future generationhough Dalou did not see the disconnect in the 1880s, his
sculptures revedhrger fractures in Fran€es construction of its history and ideal for the
future They hint at the uncertainties and instabilities @ociety struggling to come to

terms witha new era of radernity and progreswhich seemed increasingly distant from

its culture of traditions

139 Roujon, OPreface,O i.
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DalouOs fiisan Ideal and the Changing Scagéarisian Nationalism

With Commune amnesty on the horiz@aloubegan work on a modé&r an 1879
Parisian Municipal Council competitidn erecta monumento the Republiat the Place
Ch%oteau dOEBalou approached his composition with an eye towareistinga
transhistorical national narrative and a visiofrancerooted in theenetsof romantic
populismand the artisan idealrhough he did not win the competition, the success of the
model forThe Triumph of the Republic (fig. 2.1) earned Dalou the opportunity itestall
the groupat Place de la Nation in eastern Pakislecade later, whethe government
inaugurated a temporary version of thenumenin 1889 thespecteiof asociety shifting
under the entrenchment of enlustrial structure complicatéde ensembleGmpular
allegorical modeThe interaction between the government, the monument, aisddiwe
geographic landscapeanifested the pressures thaidernityexerted on FranceOs
traditionalsocial and historicadtructuresexposingorofound fissures iemerging
constructions ofin-de-siecle national identity Traditional strategies to legitimizhe
Republicby promotinga shared historic identity became problemasithe riseof a
domestic opposition offered new icons and ideals of masculinity to confromicithern
age.

Daloubegan his projeds an exilen London, conceiving monument that would
meshcenturies of French grandewith thesocialconcerns of the nineteenthntery. He
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modeled an image of the Marianne of Popular Revolt atelprantcomposition that fused
three centuries of formal styles in a triumphal chariot ornamentedgylist political
allegories: The ddactic program argued that this version of R@ublic was the natuta
culmination of French historgnd that its strength depended on the labors and politics of
the capitalOs artisan class. The distinct formal modeling reflected DalouOs Parisian crafts
training andhis manipulation of periodtylesuniteda potentially divisive national history
into an integratedestament to theountryOpower and splendor

DalouOsersion of a republiced fste,O as one contemporary critic described it,
broke significantly from thepirit of theproposal thaFerdinand HZrold, the Prefect of the
Seine, originally introduced in a Municipal Council meeting on 1 February 287goldOs
plan was to commission a OtraditionalO monument to the Republic in conjunction with a
statue to Voltaire that he hoped to instalfront of theMairie of the Eleventh
arrondissement. Thechemawas part of ParisOs larger attempt to rehabilitate its iamage
reposition itself centrallyn the discourse dfrench identityafter the bloodshed of 1871.
Such efforts to obfuscate thbysical and social memories of the uprisiagproject that
had informed much of the urbanissththe 1870Pincludingthe construction of the
Basilica ofSacre Clur at Montmartre and the preparationstfoe Universal Exhibition of
1878Pwas fundamentdb this prograni The Municipal Council®s new project equally

intended tdblur the cultural scars of the recent plhst through a differenirocessRather

! On the distinction of Marianne types in the nineteenth cemingythe history of the
personification seeMaurice AgulhonMarianne au combat
2 Jean Frollo, OLes statues de la RZpublidieeRatitParisien 11 October 1879, quoted
in Imbert, Quand Paris dansait avec Marianm8; Conseil Municipal de Paris,
QProcesVerbal le 1 fZvrier 1879Conseil Municipal de Paris AnnZe 1879 Proces
Verbaux 77.
% Best,Les monuments de ParitonasFrance andthe Cult of the Sacred Heatt77-
198; Colette WilsonParis and the Commune
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than simply cover a site of contested historical meaning with a reactionary building
project, Hérold’s plan obscured the marks of conflict by affirming historical links between
the national government, the capital, and Enlightenment philosophy.

This new mode of urban intervention allowed the project to simultaneously address
the Commune (the Municipal Council approved the plan on the symbolic date of 18 March
1879, the eighth anniversary of the Commune’s beginning) and a broader range of cultural
concerns. To many liberal Parisians, Napoleon III and Baron Haussmann’s redevelopment
of Paris had inflicted a type of imperial violence on the nation’s memorial environment
well before 1871.* An exiled Victor Hugo wrote that the Second Empire’s urbanism made
the city of his youth — and the Paris that was the locus for the popular heroism of the
MisZrables- a city of “autrefois.”” Other Republicans understood the 1850s and 1860s
interventions as the extension of Napoleon III’s assault on the fabric of Paris and its
people. These claims were not without merit, and Haussmann had provided plenty of
ammunition for his critics when he combined cavalry-friendly boulevards with a ring of
military barracks that the government could employ to sequester the capital’s working-
class neighborhoods in times of unrest.’

The Boulevard Voltaire, which would directly link the two statues of Hérold’s plan,
operated at the center of these issues. The Empire erected the throughway in the early
1860s — originally naming it for the Emperor’s son Eugene. In order to create this new

imperial avenue, Haussmann’s workers demolished a long-existing working-class

* David Shafer and David Jordan, among others, point to the effects of Haussmannization
as a force in the development of the Commune insurgency. Shafer, The Paris Commune
12; David Jordan, Transforming Paris290.
> Victor Hugo, Les MisZrablesl 862.
® Clark, Painting of ModerrLife, 32-38; Pinkney, “Napoleon III’s Transformation of
Paris,” 132; Victor Hugo, Les MisZrables
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neighborhoodMore tharsimply alteringthe map this projecband others like
impactecthe cityObuman geography. It dispersed a westablished workinglass
communitywhile prioritizing an infragucture meant to celebratiee grandeur of the
Empire’ HZrold©$879proposakought taake advantage of the ceremonial qualities of
the axis butin a manner that would-appropriatehe city spaceo help construcvisually
the new government@ationshipto a veneratedational heritage
In choosing Voltaire as the appropriate pendant forrtleument to the Republic,
the leader of the Parisian councdvigatedhe Third RepublicgovernmentOs effort to
mold a moderateavolutionary traditiordistinct from the CommunédZrold argued that
the programmatic link between the two monuments would cemenethRepublic as the
progeny ofVoltaire, whom he described &n des hmmesqui ont le plus contribuZ
dZvelopper les idZes de progres et d@hitzh qui sont le fondement meme du
gouvernement rZpublicai@d By citing VoltaireOs importance for the underlying
philosophy of republican governanBand not for its reolutionary activatio®HZroldOs
plan offered the newegimean Enlightenment herige that could be divorced frometh
contested moments of violence
At no time was VoltaireOs perceisaparatiorfrom the history opopularrevolt
cleaer than diring the 187&entenarycommemorations dhedeaths of both Voltaire
and Jeardacques Rousau® Though both men occupied revered places within the

republican pantheon, the memowealebration®f 1878revealed thatepublicans

" Harvey,Capital of Modernity, 112113,
8 ConseilMunicipal de Paris, ProcesVerbal le 1 fZvrier 1879077.00ne of the men
who most contributed to the development of the ideas of progress and humanity that are
the very foundation of the republican government.O
® For a discussion of the competing ef§oi@ commemorate Voltaire and Rousseau in
Parisian monuments see: HargraStues of Paris, 114116.
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maintaineda distinction betweethe philosopherthatengaged the relationship of class
politics to revolution For instance, the historian Jules MicheletlaredRousseathe
symbol of the people and an activabdtheir revolutionaryefforts On the other hand,
Micheletreservedor Voltaire a positiorthat remaine@loof from thesans-culottesO
struggle to oerthrow the kingpresentinghim as a lesengaged philosopher ahiversal
republican value¥’ Victor Hugo concurred and extended the description by writingt O
fibre civique vivre en Rousseawe qui vibre en Voltaire, cOest la fibre universelle. On
peut dire que dans ce fZcond-tixitisme siecle, Rousseau reprZsente le Peuple, Voltaire
plus vaste encore, reprZsente |IOHo@Mme.

At the time of the 1878 centenaries, the Republicans gaining power were mostly
members of thenoderatdbourgeoisie whom Miatletwould likely havedescribed as
QibZralde principe, Zgosste dOapplica@Brhough the historian had leveled this
critique at the liberals of the July Monarchys words resounded withis followersO
descriptions of th®pportunisieaders of theew governmentthe Radical party and
those of secalledextréme gauche viewed thefin-de-siecle bourgeois moderatess the
progeny of thérleanistparliamentary modedf 183G.** While suchcriticism is
certainly polemidn questioning th@©pportunists@publicanismit meant to draw

comparisons between tvgeneration®f Voltaire acolyteswho espouse@ combination

19 Jules Michelet, OThe Fountain of Social and Political Justic&@ lfluence of the
Enlightenment on the French Revolution, 93.
" Victor Hugo,Euvres complétes, Vol. 46,84.(The civic streak lives in Rousseau; what
animates Voltaire is a universal streak. One could say that in the fertile eighteenth
century, Rousseau represents the People, and Voltaire, still greater, repviesett
2Noell, Au temps de la République bourgeoise, 39-84; Aminzade(lass, Politics, and
Early Industrial Capitalism, 286-7; Michelet,Le Peuple, 135. Oliberal in principle, egoist
in application.O
13 Stone Sons of the Revolution, 120.
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of liberal economigpolicies ancsomewhatonservativesocial tendenciethatcould
inhibit the achievement @& populist agenda

Unlike the Opportunists,cxialists, Radicals and those of #xdreme gauche
prioritized the philosophy of Rousseau. Louis Blanc, for one, argued that Rousseau
the hero of the people because he $tamred the dajo-day struggles familiar to the
working classe Theseconditions had shaped his woklgéw and allowed him to
developa philosophy that manifested wilanc believed to be a purer, popular
republican spirit*

In response to thaocialistadoration olRousseauOpportunists sougho
marginalizehis importance in the first decades of the Third Repudbiithey arguedhat
RousseauOs concern for the status of the peiupléd be considereisecondary
imperativewhen compared with VaireOs pursuit afuniversakrepublic.RousseauOs
deism also mvedobjectionable in the fierce artlerical circles of moderate
republicans? In opposition to Rousseau, and with a reputation for strongreortarchist
sentimentVoltaire emerged as a hero who could combat thrieats the socialists on

the leftas vell asclerical, Bonapartist, angstoratiorfactions on theight.*’

HZroldOs suggested site of installation for the monument to the Republic
reinforced the universalistic messaféts would-be pendant The Plac&Ch%oteau dOEau
occupied a position beten disparate spheres of the city. The working classes largely

inhabited the areas to the north and east of the square. On the other side, the Boulevard

14 Blanc, Discours politiques 1847 ~ 1., 34.
15Delon, ©1878: un centenaire ou delBd®
% Hargrove Statues of Parisl14.
1"Delon, ©1878: un centenaire ou delB&.
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du Temple, which ran into the Place from the south, was a center of leisure and cultural
interchangerbm the Restoration forward Though it had been home to significant
barricades during the street fighting of 1848 and the Commune, the siéerglasvely
inoffensive memorial environment devoid of a debilitatiogial or politicahistory!®

Former Conmunard Felix JobbPuval was among several members of the
Municipal Council who balked at Ch%eteau dOEau as the proper site for the monument. On
18 March 1879 he joined with Municipal Council members MauthierandAuguste
Harantin a countetproposal thatvishedto erecthe monument at Place de la Concorde.
Vauthier, who introduced the measure, explained thstiallinga statue to the Republic
was a symbolic gesture and that the site of installation was a meaningful confSément.
his plan, the city council would mowuis PhilippeOs Obelisk of Luxtormake space
for thenew nonumentThe Counciwould then rename Place de la ConcoRlace de
la RZpubliqueand exchange the name of the rue Royal for Avenue REpablique

While JobbZDuval sided withVauthier henoted that his suppoitr the counter
proposarested in his objection to Place Ch%dtiEaunot a commitmentb thePlace de
la Concordsesite. Heargued that the counailould be best served by installitige
monument irthe space in front of tHd™tetle Ville?* Other Council members also

voiced their agreement th@h%.teau B&uwasless tharanideal siteIn addition toPlace

18 Dickinson, Theatre in BalzacOsaOComZdigR33-38.
19 Germani, OTaking possession of MariaD269.
20 Conseil Municipal de Pari®roces-Verbal sur le programme de concours pour
IOZrection dOune statue de la RZpubliqua Blace du Ch%oteal®Eaul8 March 1879.
21 Conseil Municipal de Paris, OProdsrbal, le 18 mars 1879@»nseil Municipal de
Paris AnnZe 1879 Proce¥erbaux 291. See also, OConseil Municipal: SZance du mardi
18 mars,@e Rappegl20 March 1879
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de la Concorde and the Hotel de Ville, some suggested erecting the group in the
Tuileries.*

Each of these alternatives would have been far more controversial than the locale
that Hérold proposed. At Place de la Concorde, the site of Louis XVI’s execution and the
former Place de la Révolution, exchanging the Obelisk of Luxor for a monument to the
Republic would re-open a memorial environment for divisive political contestation.>
Equally problematic, the square in front of the Hotel de Ville would have fused the
capital’s municipal seat of governance with a fully national celebration of the Republican
government. Erecting the group at the Tuileries would not only emphasize the national
ruptures occasioned by the Republic’s victories over monarchic and imperial regimes, but
also highlight the burning of Paris during the Prussian siege and the Commune. That
harsh specter of modernity, manifest in the scars that marked the shell of the Tuileries
palace — and the Parisian city hall — would have created a visual dissonance with the
traditional image of the Republic, complicating narratives of national continuity.**

After sustained debate, the city council accepted the original program for the
monument at Chateau d’Eau with several small modifications. The commission charged
sculptors to create a monument that was to include a representation of Marianne wearing

a Phrygian bonnet — a symbol with radical associations that earlier Third Republic

2 Conseil Municipal de Paris, “Proces-Verbal, le 18 mars 1879, 291.
 See: Porterfield, The Allure of Empirel 3-42; Dombrowski, “History, Memory, and
Instantaneity,” 195-219.
** On the Commune and its connections to the phenomenon of Modernity see Starr,
Commemoratingrauma 1-5.
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governments had outlawed. This figure would enjoy a place on a pedestal that sculptors
could ornament with traditional allegories.*

Even with the inclusion of the Phrygian cap, many Parisians derided the
competition’s conservative limits. They suggested that the constraints would inhibit
sculptors from any aesthetic or thematic innovations. The formal programs of most of the
eighty-three entries, which Stéphane Loysel appraised as bearing an “absolute lack of

originality,” appear to have vindicated these fears.*

Following the initial exhibition of the models in October 1879, the jury selected
three sculptors to enlarge their groups for final consideration. >’ Each of these projects
manifested the lack of formal and thematic innovation that Loysel bemoaned. The
designs of Jean-Francois Soitoux (fig. 2.2), Jean Gautherin (fig. 2.3), and the brothers
Charles and Léopold Morice (fig. 2.4) present the female personification of the Republic
as a static presence atop a simple pedestal. Though she wears the Phrygian cap, the figure
belongs not to the style of Marianne of Popular Revolt, but instead to the Marianne-type
that Maurice Agulhon identified as an invocation of law and moderation.”® In Deborah

Silverman’s words, these “sedate Athenian matrons” communicated the fixed power and

> Agulhon, Marianne au combat, 224.
%% Stéphane Loysel. “Le concours pour la statue de la République,” in L lllustration, 25
October 1879, 263. Quoted in Hunisak, The Sculptor Jules Dalou, 211.
%" For an overview of the competition entries see: Imbert, “Le concours de 1879 :
remarques sur quelques projets présentés,” in Quand Paris dansait avec Marianne, 12-
30.
> Agulhon, Marianne au combat, 87-198.
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consistency of aepublic of ordef® The rest of théormal andallegorical programs
followed suit. They operate with a classicizimgdethat recallde grand styleof
eighteenthcentury monumenjsecyclingstaidtropesof representingepublican values
through generalized and atemporal fenpsesonifications

TheMorices@roupbthe eventual winnedis explicit in its effort to construct a
specific, moderate, version of histahat fuses with the traditional iconographic
program It includes a parade of reliefs around the drum of the pedestal that illsiatrate
set of on-controversial revolutionary events in the path towards the Third Regfiglic
2.5). Invocations of popular uprisings 1830, 1848, and 1871 are conspicuously
absent?

DalouQOs entry steered a far different course. Rather than ggingracpedestal,
Dalou placed his figure of the Republic atop a celestial orb that sat within a triumphal
chariot pulled by lions. Capped in a Phrygian bonnet and wearing heavy drapery, DalouOs
Republic strides forward extending her right arm to the side while reachitgftherm
slightly backwards to hold a fasces. An idealized male nude representing the Genius of
Liberty rides m thelionsO backsA modern female nude distributes flowers in the
chariotOs wake. On the processionQOs flanks, Dalou included pedenifcationsthat
he rendered with Naturalist formal treatments. To the right, Labor is a muscular and bare

chested blacksmitbarryinga hammenn his right shoulder and guidinige chariot with

29 Deborah Silverman notes that this was the common type of Marianne imagery in the
didactic sculpture and medals of the RepublicOs 1878 and 1879 commissions. Silverman,
Art nouveau in Firde-Siecle France 176.
% Thee are, however, individual reliefs that depict scenes from 1830 and 1848. The
former shows Louis PhilippeOs ascension to power on 29 Julypt®sthe initial
popular rebellion of the previous two ddyand the latter depicts the abolishment of
slaveryin 1848band neither celebrates a moment of revolution.
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his left hand. His bulging but unrefined musculature and his wizened face mark a type of
romantic masculinity that differs from the Genius’s idealized form. On the opposite side,
Justice pushes the vehicle with her right hand while she cradles a scepter in the crook of
her arm. Ornamental vines flow from a central bouquet and intertwine throughout the
monument; they harmonize the group with a decorative treatment and signal a politically
rich union between monumental art and utilitarian craftsmanship.

Dalou’s project was exceedingly well received by art critics and some members of
the jury, including one who argued that the model was so superior to its competitors that
voting was unnecessary.’' Despite the critical acclaim, Dalou’s model could not
accumulate the necessary votes to reach the final round. Nevertheless, the thirteen-
member jury never ranked it less than second in any of the ten rounds of polling. While
the secret ballot process obscures any definitive understanding of who voted for what
group and in what round, the accumulated results suggest that a band of four, led by
Jobbé-Duval, never wavered in its support for Dalou’s model. A second group of seven
remained steadfastly opposed to the ensemble.’* Following the final vote that saw
Gautherin’s group advance, Jobbé-Duval moved that the Administration purchase
Dalou’s Triumph of the Republic in order to erect it as a monument elsewhere in the

33

city.” The Jury agreed, adding a note to the official minutes clarifying that Dalou’s

3! Hunisak, Sculptor Jules Dalou, 218; Archives de la Seine, VR 152, 14 October 1879.
3% Archives de la Seine, VR 152, 14 October 1879. Combining with two swing voters
who supported Dalou’s project at least once, the group of seven dominated the process
and advanced the Morices’ group first, Soitoux’s group second and finally Gautherin’s
project.

>3 The possibility of the municipal council erecting multiple monuments was already in
the minds of jurors, as in the course of the municipal council debate on the location of the

proposed monument M. Lafont argued that the monument at Chateau d’Eau did not
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group “avait dii étre écarté, malgré ses qualités remarquables et son grand aspect
décoratif, comme ne répondant ni aux prescriptions du programme ni aux exigences de
I’emplacement désigné.”**

Dreyfous suggests that the jury’s criticism of the model ignored the formal and
thematic value of the republican message.>® His account, which at times appears
vindictive in chastising the jurists whom he believes voted against Dalou’s project, never
mentions Hérold’s original conception of the monument as a pendant to a statue of
Voltaire.”® Instead Dreyfous argues that the jury rooted its concerns for the “exigences
de I’emplacement” through a fallacious claim that the ovular base of the sculpture would
not fit in the Place Chateau d’Eau.’’ The author’s narrow view of the term
“emplacement” restricts its meaning to physical geography. Given the extensive debates
concerning the symbolic quality of proposed site, as well as the importance of the
memorial union with the proposed commemoration of Voltaire, it is equally possible that
members of the jury believed Dalou’s work did not meet the thematic requirements of the
space.

Municipal Council member Ulysse Parent’s subsequent description of the model

in a presentation about its future installation confirms that contemporaries viewed the

project outside the traditional specter of universalistic republican imagery. Speaking to

preclude the Council from commissioning other monuments to the Republic in other city
squares. Conseil Municipal de Paris “Procés-Verbal, le 18 mars 1879,” 293-4.
3% «La Place de la République,” Inventaire GZnZral des Tuvres dOArt appartenant ~ la
Ville de Paris 610. “Needed to be eliminated, despite its remarkable qualities and its
grand decorative aspects, as it responded to neither the instructions of the program nor
the demands of the chosen installation site.”
> Dreyfous, Dalou, 105.
**Tbid., 105-106.
*71bid., 106.
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the full city council, Parent pointed to a lacuna in ParisOs memorial sphere that he said
DalouOs group would alleviate.

De quelque c™tZ que nous jetions les yeux, partout, nous
voyons traduits par le bronze ou le marbre le souvenir des
monarchies Zteintes. Chaqegne a eu sontyle. Tous les
despotismes ont mis leur estampille sur nos palais avec la
fleur de lys, IQaiglet le coq. Les statues des rois se
dressent paisiblement sur nos places publiques; la colonne
Vend™me, renversZe, est de nouveau debout. Mais oe
pourrionsnous trouver une pierre qui howwppel%stotre
grande RZvolution, quélommage a ZtZ rendu ~ sgands
hommes? Sivous parcourez Paris vameontreretes
effigies de PhilippéAuguste, de Sairtouis, de Henri IV,

de Louis XV, de NapolZon Ill dans le Louvre; vous ne
trouverez pas la statue de Danfdn!

ParentOs remarks demonstrate the crititfateice between DalouOs proposal and that of
theMoricesand its ilk. Whereas thdoricesOgroupimaged the desired message of an
Enlightenment vision afhe newRepublicconnected to the philosophy of Voltaire and
1789 the Council and the Jury viewed IDaOs ensemble in the context offhist
Republicof 1792and its recentlyehabilitated hero Georges Danton

As Parentontinued hispeechheencouraged the Municipal Council to choase
site for theTriumph of the Republic thatteemed witrspatialsignificanceandpolitical
gravitas He quickly dismissed Place d®Almaand the Place Armar@arrel as possible

sites,instead arguingehemently that the Council should select the Place du Gt"thee

38 Rapport: Annexe au procés-verbal de la séance du 22 juin 1880. Archives de Paris,
139932, 6. OOn any side that we throw our gaze, we see the memory of extinguished
monarchies translated in bronze or marble. Each regime had its style. All the despotisms
left their mark on our palace with the flede-lis, the eagle, and the cock. Altle statues
of kings stand peacefully in our public squares; the Vendome Column, once upturned,
stands again. But where may we find a stone that reminds us of the great Revolution,
what homage has been given to these greaPnfeyou traverse Paris yowill encounter
the effigies of PhilippeAuguste, of Saintouis, of Henri IV, of Louis XV, of Napoleon
1l in the Louvre; you will not find a statue of Danton.O
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eastern extreme of the city In addition to notig that the square would provide
sufficient space and a proper perspective for a massive bronze statue, Parent concluded
thatinstalling such a dynamic monument to th@Zdie de la RZvolution franeaise et la
RZpubliqu® at the specific location would ofterparalleled programmatic benefits.
Parent envisioned DalouOs gratine Eastern terminus of ParisOs long and
monumentally rich EastVest axis, in line with the Bastille and its monument to the
revolutionary spirit. Parent noted that the Avenue de&mmes, which flows into Place
de la Nation, is the eastern equivalent to the western AvimigGrandeArmZewhere
NapolenOgrc deTriomphedominates the memorial sphere at Place dOEtoile. For
Parent, erecting thEriumph of the Republiat Place dur'r™nevould shift thetenor of
themonumental prograrfor the entire avenuBand therefore the city itselfby creating
a contrast between what he describeBlasedOEtoile®sonument to a Franceniitaire

et conquZrant@andDalou®s monument tor@gloire nationale plus puré@®

When the Municipal Council agre¢alParentOs propo$all88Q it engaged
centuriesong tradition of using thequareat the eastern extreme of the city as a space
for political theater. Louis XI\Mnitiated this practie in 1670 when hbuilt Place du
Tr™néo stage his ceremonial entrance itite capitawith his new bridéVarie ThZrsse
of Austria.For the next six scongears his AncienRZgimesuccessors continued to
employthe siteasa space of royal ceremoniwo years before the start of the
Revolutionof 1789 ClaudeNicolas Ledoux erected two of his massive gatelseat

squareCmsast engdelineating the boundary of ParEhe outbreak afevolution saw

39 ||k
Ibid.
0 Ibid., 7-8. OMilitaristic and conquering;O OA purer national glory.O
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insurgents rename the square OPlace du TefieesOandseveral years later the
Committee of Public Safety installed a guillotineghe space formerlgeserved foroyal
pomp?*

The successive shifts in the national governance in the nineteenth century
occasioned new manipulations of the ceremamaironment. Under theBourbon
Restoration, the government r@sd the Place du Tr™ne moniker. The next refiime
OrleanistJuly Monarchy oKing Louis PhilippeDcommissioned statues of Saint Louis
andPhilippe Auguste, medieval French kings with records seego the needs of the
peopleto stand atop LedouxOs gdfeBuring the revolution of 1848hepeople of Paris
once again turneBlace du Tr™Mmeto a space of vengeance, burning the KingOs throne in
the center of squafé

Unsurprisingly, it was Nageon Il and Baron Haussmann whiadethe most
significantnineteentkcenturychanges to the square and its environs. Initlddyssmann
regularized the periphery of the space by adding a series of straight roads that connected
thesiteto adjacent strée** Among these were the wigavenuestyle Boulevard Diderot
(built 18481853), which extendsouthwesterlyfrom the Place towards the center of the
city, andthe Boulevard Prince Eugene (now Boulevard Voltaifidjese roads help to
accentuate the spaceOs centrality ®e#stern sector of the capitathe same manner

that the intersection of twelve avenues at Place dOEtoile accentuates-iesgrphic

1 Antoine Amarger suggests upwards of 1300 people were executed at the Place du
Tr™ne renversgeeAmarger Memoire np.
*2The legacy of these monarchs would have been specifically appealing to King Louis
PhilippeOsJOste Milie agenda. See: Gogham Alexander. TheJuly Monarchy 108
115; Duberton. The Restoration and the July Monargchy4-198.
*3 Amargetr Memoire
4 See: Pinsomtlas de Paris haussmanniet?1. See also page 51, for a schematic
detail of HaussmannOs plannpdr€ement® for he Place du Tr™ne.
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importance. At the same time, this urbanism wreaked havoc on the traditional artisan
community who lived in the area. The urban interventions turned the neighborhood into a
construction site at the same moment when the influx of new proletarian laborers
threatened the craftsmen’s time-honored position as the Parisian worker par excellence

As part of a program of aesthetic and social improvement, Haussmann ordered the
replanting of the newly circular Place du Trone, where he also added a temporary statue
of Victory as the centerpiece of a new fountain.*> In December 1862, Napoleon III fitted
the square with a provisional triumphal arch and commissioned Victor Baltard to erect a
massive, impermanent arcade around the site.*® These projects contributed to the
ceremonial environment that saw a massive procession celebrate the inauguration of the
Boulevard du Prince Eugéne.

After realizing the possibilities for imperial spectacle at Place du Trone,
Haussmann proposed erecting a permanent triumphal arch in the square. Though such a
monument never materialized, David Van Zanten explains that Haussmann was
consciously thinking about the programmatic effect that he would achieve by mirroring
Napoleon I’s arch at Etoile.*” With rhetoric that Parent would echo in 1880, Haussmann

saw Place d’Etoile and the Place du Trone as the end points of the city’s monumental

* In The Neoclassical Origins of Modern Urban Forestsnry Lawrence explained that
the planting of trees in the nineteenth century was intended to serve three major
functions. First, trees served a naturalist function that related to evolving philosophy.
Second, trees provided an aesthetic balance to man-made architecture. Finally, trees —
with history as ornament in private gardens — were symbols of luxury. The planting of
trees in public urban spaces was therefore evidence of the regime’s benevolence. See:
Lawrence, “The Neoclassical Origins of Modern Urban Forests,” 26-36.
* Du Faubourg SainfAntoine au bois de Vincennég-37. The triumphal arch
commemorated France’s modern victories in the Crimea, Italy, Algeria and Southeast
Asia (Indochine.
7 Van Zanten, Building Paris 209-211. Napoleon I built the earlier arch on the western
end of the city to commemorate his victory at Austerlitz.
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EastWest axis. For Haussmann, these termini should naturally serve the same function
of celebrating French conque&isBy capping each end with a triumphal arch,
Haussmann believed Paris would become a morereatly defined imperial city.

Like Haussmann, the Municipal Council understood the importance of the cityOs
central axisas a politically charged spadealtered the thematic tone of the eastern
square byenaming it Place de la Natiamgding the space of a monarchical moniker.
Additionally, ParentOmppealto erect DaduOs monumeat the newly rebaptized square
would soon find sympathwyith an188 projectin whichthe nationalgovernment
installeda model ofAlexandreFalguiereds quadys, The Triumph of the Revolution (fig.

2.6), at the summit of therc de Triomphe at Etoile?® Becausd alguisreDs quadriga and
DalouOs charistould both facghe center of the city, trgovernmenforesaw an effect
of Paris being spatially bound by adearg Republican/Revolutionary processions.

Despite these programmaintentions, thenonumental interaction between the
Dalou and Falguisre groups neveok shapeDalou and his team gfaticiens did not
complete the bronze version Biiumph of the Republic until 1899Dand only after they
hadswitched foundries and casting technigt®Because of the delashe city unveiled a
temporaryplaster version of themonumen® patinded to appear bronZ2in September
1889 as part of the centennial celdiva of the Revolution ancejection of the

Boulanger movement. By this timalguisreO riumph of the Revolution no longer

*®bid., 210.
9 FalguiereDs fullscale plaster model crowned thie: de Triomphe from 18&-1885.
The city neve commissioned a bronze edition of the work.
*0 For more on the differences between-Wsix casting and sand casting, with specific
discussions of the processes as they relate trthe@ph of the Republic, see: Lebon,
Font au sable. Special thanks to Miee Bouchard for alerting me to this referenSee
alsoAmarger Memoire.
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capped the summit of the Arc de Triomphe, as support for the commission and funding of

a definitive model had dissipated.

From his earliest work on the model for the monument through his realization of
the plaster in 1889, Dalou operated with an attention to historical layering equally
complex as that of the Place de la Nation. In his own words, the monument employs an
Ancien-Régime approach — “une tendance Louis XIV!!!” —at its very core.”' This style
activates the composition through the central motif of a chariot advancing in a seeming
unstoppable path and with an attention to lively ornamental trappings (fig. 2.7). The
chariot’s movement, theatricality, and internal energy evoke the majesty and
magnificence of France’s Grand Siéecle, recalling the sculptures that Dalou had studied
during visits to Versailles.”® Dreyfous notes that some viewers also identified similarities
between the chariot composition and other Baroque precedents including the paintings of
Peter Paul Rubens (fig. 2.8).” These effects manifest themselves not only in the
animation of the chariot composition but also through the group’s monumentality and its
emotionally rich, painterly surface.’*

The sculptor was certainly aware of the seeming incongruity between this formal
style and his republican message. In the model’s earliest stage he prefaced a description

of the plan with a warning that revealing the Ancien-Régime character of the program

>! Dreyfous, Dalou, 102-103. “Ineed to drop another bomb. The thing [monument] is in
the style of Louis XIV!!!”
>2 Demaison, “M. Dalou,” 34; Roujon, “Preface,” iv.
> Dreyfous, Dalou, 104.
> Ibid.
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was akin to dropping a bomibYet the reemployment of the Baroque aesthetic under the
guise ofrepublican majesty operatedaat emotional level to fuse theRantic origins of
DalouOs nineteentientury style withite national magnificence of its seventeenth
century progenitor®

Despite the novelty of the compositionalbu was not alone in turning to the
aesthetic of th&rand Siscleto celebrate the new governmentDalouOs decade of
exile, Neo-Baroque sculptur®includingFalguiereDd riumph of the RevolutioBhad
found a welcoming audience with tRarisian Municipal Council anérenchSalon
juries The style appealed to politicians and critics who sought a vehicterimunicate
republican idealand nationaktrength in a manneemoved from thephereof recent
conflict.>” Antonin MerciZOmuchlaudedGloria Victis (fig. 2.9), for examplegvokes
the triumphant style of the seventeeo#imturyin a sculpture that exudesanse of
power and life, but alsodistancingtimelessnes¥ The ideal beauty dflercieOfigures
combineswith the expressiveness of the compositmoonvey an image of the a
temporal French soldier who nobly and selflessly gave his life fdPalvee. In the wake
of the French humili@on in the War of 1870such devicesffered didactic possibilities
that spoke to a nationalagnificencen avisualvocabulary thabunlike new realist

stylesBcoulddisengage from the traumasthe modern er& Yet as the legacy of

*°bid., 102103.
°¢ On the Baroque influence on Romanticism $e&dlanderPavid to Delacroix127-
129.
2; PeingZ Q.a contrerZforme rZpublicain®21
Ibid.
*?1bid., 22.
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FalguiereDg riumph of the Revolutioshows, by the middle of the 1880s the sfgleout
of vogue®°

In developing the remainder of his mgdealou did not restrict himsetb the
Neo-Baroqueaestheticlnstead, the sculptor added significant layers of meaningghrou
evoking a series of eighteentind nineteentlcenturystyles John Hunisak points to
Jacqued.ouis DavidOs preparatory drawings forthiamph of the French Peoplég.
2.10 as asource to which Dalou likely lookéd DavidOs chariot manifests theveo and
progress oh composed, stern, and ordereg@ublicrather tharthe grandeur and
animation of the Baroque odes to monarcfye compositiondgoclassicaldgic and
formal decorum refledhe relationship betwedate-eighteenthcentury political
structures, Enlightenmephilosophiesand the rationdbrms Neverthelessas another
scene centered on an advancing chariot with an entourage of allegories, it shares with the
sculptures of Versailles and the Medici cycleetebration of French majesty.

Like DavidOs drawin@alouOs chariatonveys a sense of order, organization, and
national power throughs balancecompositionand the seriousness of it&in
allegories Theformal equilibrium appears far clearer in the fsited plaster exhibited at
Placede la Nation in 188¢han it does in the 1879 modA&ls he had done several years
prior in the LondorCharity group, Dalou borrowed from his Academic backgroimd
FrancisqueDuretOs studito curtail several unbalanced and unrestrained effiecths
transition from model to monumetin the fulksize Triumph of the Republi@very
movement that drives a figure away from the chariot balances an equally powerful

physical movemerthat pushes the figure towards the center of the group.

%0 Janson19"-Century Sculpturel 88.
®1 Hunisak,Sculptor JuleDalou, 213.
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The figure of the blacksmith provides a prime example (fig. 2.11). As he reaches
his left arm forward and towards the center of the composition, his entire body appears to
tilt inward. Dalou countered this corporeal effect through the action of the laborer’s right
hip, which drives away from the center of the group, and the rear thrust of his right
shoulder. Turning the blacksmith’s head away from the chariot compounds these effects,
as Dalou forces the figure’s symbolic energy to intervene in a space opposite the
sculpture’s center.

Such compositional concerns also organize the personifications’ relationship to
each other. Across from the blacksmith, a figure of Justice matches the laborer’s
movements. The in-and-out motion between the two personifications offers a type of
mirrored formal energy that binds the compositionally opposed figures (fig. 2.12). At the
other cardinal points of the chariot’s advance, the Genius of Liberty, who twists his torso
while stretching an illuminating torch, shares a similar reflective relationship with the
image of Peace, who turns and extends her arm to distribute flowers in the chariot’s wake
(fig. 2.13). At the top of the monument, a representation of Marianne unifies the four
lower figures. From almost any viewing angle then, Triumph of the Republimanifests an
organized composition based on the individual and collectively balanced movements of
three personifications. They establish the base level of a stylized-pyramid, which
Marianne caps, to produce an effect more often associated with Neoclassical and
Academic art.

This use of such a formal style evokes the dominant mode of eighteenth- and
nineteenth-century sculpture in the years before Jean-Baptiste Carpeaux, as well as the

lasting influence of Dalou’s Ecole des BeauRArts master Duret. Though Dalou resented
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his time at the&Zcole, the lasting effects of DuretOs insistence on sculptural logic, idiom,
and calculation re\a themselves as Dalou enlarged the gfSuipplying these rules to
the chariotcomposition Dalou produced an ensemble thams withrational energies

that contain themotional exuberanad the NeeBaroque forms

Throughout the monumerd flora decorative program links the disparate
components of the ensembiéegetal vines emergeom the center of the chariot,
twisting through thentire monumenand ornamenting its surfac@gg. 2.14). A thick
train of laurel leaves and oak blossadnapes over the lionsO harness. It then thasts
under the beastsO patfan efect that emphasizes the chariotOs progfigs2.15). The
vegetal pattern on the blanket that covers the lionsO necks echoetiftbéthe leaves
A second vine wraparound the base of the central aié;oratinghe RepublicOs
support with celebratory flowers.

DalouOattention toNaturalist ornamentation begins to reveabpulist Parisian
message that reflects modern theories on the decorativéradsghouthe middle third
of the nineteenth century, a number of influentelorists hadhsisted on the possibility
of ornamento produce explicit meanifj.OwenJones, whose seminal bo6kammar
of Ornament appeared in French in 1866, described ornamentaitscelas the Osoul of
an architectural monumens@ggestinghat it expressed Othe intention of the whole
work.3* In Dalou®s monument, the decorative prodeamally binds the historical and
allegorical components of the group while also activating @nddélyer of meaning tied

to theinherently political crafts aesthetic of tRetite Ecole.

°2 For a description of DuretOs teaching, see: Hurigalosor Jules Dalou, 29
®3 Labrusse, Eace au chaos: grammaires de [Oornetha0aL01.
% JonesThe Grammar of Ornament, 154155,
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ThePetite Ecole foundedas theEcoleroyale gratuitededessinin 1767, served
ParisOs working classes and indusariggts. It was here that Dalou and many of his
contemporariesncluding Auguste Rodin, enjoyedeir first artistic training under the
guidance ofi Naturalist pedagogy. Teachers at Redite EcoleincludingViollet-le-Duc
and Horacé.ecoq de Boisbaudn, forced students to use nature rather than tradition as
their guide. As Petra Chu explajhgcoqOsovel drawing pedagogy combined
Oobservation, the power of imagination, and the ability to record fugitive effects in
nature,O in a manner teehoedRousseauOs critique of Academic art educ&tion.

Unlike theEcole des Beau&rts, which hoped to develop students who would
compete for th@rix de Romandproduce Academic style painting, sculpture, and
architecture, th@etite Ecolgfocused on the industrial and decorative &fte schoolOs
free tuition attracted a workirgjass clientele who would employ the drawing lessons to
develop ornamental aesthetics for French manufactured goods. Given these goals and this
student body, conteporaries associated the Naturalist forms ofRate Ecolestyle
with ParisOs popular milieu where refined skill and artistry embodied French virtue and
culture superiority?

In the second half of the century a number of French artists traced th&rmmod
success to their earBetite Ecoldraining. Dalou was one of the most prominent of these
sculptors Dependingonformal devices that signaled tRetite Ecoleaesthetiean a major

public sculptureDalouundercuthe Academicmonument tradition thrah a decorative

% Petra terDoesschate Chul.€coq de Boisbaudraand Memory Drawing: A Teaching
Course between ldealism and Naturalism,Thi;m European Realist Traditip@79; J-J
RousseauEmile, or on Educatiornl17118.
% Leben,0OLa fondation de IOEcole royale gratuite de dessin de Paris 810 in
Histoire de IOExde nationale supZrieure des arts dZcora6f63; Wagner,JeanBaptiste
Carpeaux29-61.
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intervention. This ornamental style and crafts aesthetic had traditionally belonged to the
milieu of small statuettes, architectural sculpture, furnjtoréndustrial goodsiVhen

Dalou employed it for th&riumph of the Republitbie meshe the didactic traditions of
classicizingmonumers with an aesthetic that evokede@cialclass outsidef the

dominant spherand theEcole des BeauRrts environmentHe blurredtraditional
boundaries and manners through which monuments communicalethevpublico
assernational values. Here, théariotOs representation of French grandeur and
rationalitynow alsoavows a politically rich allusiorto the union of art, industrand

nature as expressed by the skills and labors of the capitaldsartisa

In fusing styledied to specific historical eras and diverse political traditions,
Dalou echoed a July Monarchy program that hadnonizedFranceOs pastsough a
call to a united national histariKing Louis Philippe converted the palace of Versailles
from an exclusively royal symbol to a museum of French higtayincluded tributes to
Napoleonand the bourgeoisie who triumphed in 1789. He misyvened in the public
space of Paris throughnamber of projects that tied the histories of French power and
glory Bincluding those with imperial or republican linea@ds the traditions of the
contemporary governmefit.

While Dalou supposediglimbed the barricades of 1848t brought down the
Juy Monarchy Louis PhilippeQsociopolitical treatment oParisandVersailles, two

locales thaDaloucherishedundoubtedly made a positive impressmrthe young

®” Boime,Art in the Age of Counterrevolutip@37322. On the paintings at Versailles
commissioned and installed under Louis Philippe see: Marrinan, OHistorical Vision and
the Writing of History at LouighilippeOs Versailles,OTine Popularization of Images,
113143; Gaetgend/ersailles
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sculptor.®® Unlike the Opportunists, however, who also turned to the July Monarchy as a
guide, Dalou tweaked the moderate and Orleanist vision of historical progress. He

employed an allegorical program that showcases the values of 1792, 1848, and 1871, as
well as the heroism of the traditional Parisian worker in a manner that evokes a polemic

revolutionary narrative that the new government sought to obscure.

On the four sides of the monument, Dalou built allegorical arguments by
combining a central figure — Labor, Justice, the Genius of Liberty, and Peace — with
secondary figures, and politically rich shields that he applied to the chariot faces. The
sculptor significantly modified the series of shields in the transition from the original
model to the final group, producing a more nuanced allegorical message. The sense of
each argument depends on the fusion of each of the components, and the specificity of
the allegorical program as a whole emerges from the dialogue between the groups.

On the chariot’s right side Dalou sculpted a massive blacksmith as the allegory of
labor. Both its formal qualities and its symbolic thrust challenged conventions of French
sculpture and fin-de-siecle politics. The laborer carries a blacksmith’s hammer over his
right shoulder as he looks beyond the confines of the sculptural space. He reaches his left
arm towards the center of the group as if to help steady and advance the chariot’s
progress. Partially dressed in trousers and sabots, the blacksmith’s naked torso manifests
the workman’s massive musculature. His eyes are set deeply in his hardened face, the

crags of which suggest the physical and psychological toll of his years of work.

% Roujon, “Preface.”
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DalouOs treatment of theborer builds off a growing nineteentinturytrendin
which workingthemes had became an acceptable subject for Frenddempecially
painting® In sculpture, unlikeén painting where Realist and genre treatmehtsaskers
emerged in the 1850artistshad beemore reticent to treat the theme outside of
depictions of idealizethenwhose perfected musculature and Higished elegance
contrasted th physicality of their supposed actidfigt was only in the 1880s that a new
type ofsculptedaborer began to emergeighlighted by the more natural and
contemporary representationspobletarian icondy artists includingConstantin
Meunier(fig. 2.16 and JearGautherin

DalouQOs blacksmitfig. 2.17) operatesn a different modé¢han the idealized
figures or even the Realist sculptures of Meunier, winam&ersChristian Brinton
described as OstalwartmgodsO with Oaugust majeStyFor his partPalou
disregarded traditional aesthetics of heroism, classargbreaimodeling, and refined
finishes. The bulges of the blacksmithOs laekmasses of muscle and flesbt clearly
articulated anatomical forms. The sculptor treated the figureOs facesimilar concern
for the massingnd stretchingf skin instead of idealizing physiognomic features. By
emphasizing the cheekbones and brow, Dalou renders the area around the blacksmithOs
eyes swollen and heavy. The fledtthe cheekshowever, is tat and marked by
wrinkles and lines. This bodily treatmddthatcontemporarieslescribed as

Onusculatures vivant&® produced meaning that operates on psychological level to

*® Hunisak, ORodin, Dalou and the Monument to Labor the Ape of Nature590.
0 See, for examplEugene Guillaume@eapernf 1849and Henri Chapu@ewerof
1865.
1 Brinton, ConstantinMeunier, 59.
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convey the spirit of the subjeCtUnlike the worker statues that Meunier stetfthereis
nothing OaugustO about tatsorer though it maintaina romantiaquality that tempers
its Naturalism. Itis the idealizedepresentation of sagacity, grit, and determination

The allegorical argument that Dalou built around the blacksroitkegtualizests
engagement with the memorial landscap®lace de la NatioTheputto in front ofhim
carries a satchel with a mix of artistOs taals a large book with worn pages. bénds
back towards the larger figure as he struggles under the vedilgist possession3 his
putto connects the blacksmia craftsmarbto the tools of arttsc training. Their
interaction highlightshe union of art and workhat was central to theniage of the
Parisianartisanwho ruled eastern ParisOs Faubourg Saint Antoine and surrounding
neighborhood$® For Hunisak, thisnZlangef attributeswas specifically resonant to
Dalou,symbolizingtheartistOsole in the Oservice of the Republiti@dea, Dalou
emerged from a socialrcumstanceind educational background that would have
allowed him to draw personal parallels with thrage of thgorgeron; hebelieved that
before he was an artist, he was an artfsan.

DalouOs blacksmitielongs to aradition operating since thancienRZgimethat
guaranteed the autonomy of the craftsman through a corporatist sgstealing a key
component of the monumentOs nuanced allegorical prodita@se skilled workers

controlled all aspects of their labBfrom the ideals of artistry to the more mundane

?Rodin,L Art, 217219.
3 Onthe union of work and art, and its implication for popular politics ateeittury,
see: McWilliam, OThe artisan community in mideteentkcentury France,O Rvlitics
and aesthetics in the arts, 140173.
" Hunisak,Sculptor Jules Dalou, 221.
> Cornu, Qdles Dalou,0 237
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organization of training and work processes.’® This structure of the pre-revolutionary and
pre-industrial society did not disappear with the execution of Louis XVI.”” Instead,
William Sewell argues that in February 1848, corporations were still the fundamental
components of the “RZpublique dZmocratique et socialEhe revolutionaries cherished
these entities that offered freedom of association, labor unity, universal suffrage, and
mutual aid. Sewell shows that the mid-century revolutionaries described the corporations
as “constituent units of the new revolutionary state” and “a microcosmic version of the
democratic and social republic.””®

Despite the failure of the 1848 revolution, the corporatist model informed the
political ideologies of the Commune leaders. Though Frederick Engels argued that the
1871 insurrection exemplified a “dictatorship of the proletariat,” Jacques Rougerie has
convincingly demonstrated that the people of the traditional artisan milieu, and not a new
proletariat, were the primary insurgents.”” Robert Tombs extends Rougerie’s thesis to
show the similarities between the Communards and the typical Parisian revolutionary of
1848, as well as the revolutionaries of 1830 and the sansculottesof 1792.%° Tombs notes
that like their predecessors, the Communards believed that the “superiority of
cooperatives under a supportive government would be such that they would displace

5581

capitalist industry.” That the organizers of the revolt turned to a largely association-

7 Weissbach, “Artisanal Responses,” 67.
77 Sewell, “Corporations Républicaines,” 195.
78 Ibid., 196-199.
7 Engels, “Introduction,” Der BYrgerkrieg in FrankreigiRougerie, Proces des
communards
8 Tombs, Paris Communel 11.
*1 Ibid., 93.
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based social and political system when devising their new govermsriesnidly
surprising®
Dalou was an active participant in one such organiz&tbe Artists Federation

of the Commune. Thiaitial goals of this group were minimally focubwith aesthetics.
Instead the Artists Federation sought to reform the nationOs arts administration in the
spirit of autonomous corporations and cooperdatiorhe organizationGdentity as a
Federatiorband not &commissiohad finely tunedevolutionay significance.
Gonzalo Sanchez explains that the werdiZratiorhad:

kept its complex origins of 1790, when it had both fiercely

republican denotations, as t@de la fZdZratiorand the

@ataillons de fZdZrZesand moreejorativeGirondist

thusantiJacobin, associations, as fadZralisme

Proudhonists and republicans of all stripes had transmitted

the valorization of this word, conserving its mixed

revolutionary/autonomist significatiofis.
More than just in name, the Federatiom@spendent and anlacobin leanings were
quite visible in the last days of the Revolt when the group of artists sought many
exemptions from the Commune®s military actions during the Bloody $Veek.

In Triumph of the Republid®alou communicated the blackish©s link to this

type of corporatist/federalist political tradition through the beehive shield on the chariot

face(fig. 2.18. The image of a beehive had adohistory as a symbol of laband even

enjoyed a privileged relationship with the idea of Enenchcapital®® In the 1850s and

82 JohnsonThe Paradise of Association
8 SanchezQrganizing Independencd3.
8 Ibid., 45.
8 Ibid., 54.
8 Desmazel.es MZtiers de Pari8.
10C



1860s because of the growing understanding of the operations and relationships of bees,
in certain handghe natural structure becanmereasinglyopen for specific politicization.
In a Second Empire exploration of nedtihistory,JulesMichelet wrote a volume
on insects that included four chapters on the bee. Michelet describes theispecie
overtly political terms when he calls the beehive the Overitable AthensO of the insect
world. Several sentences later he antbroprphizes the insect by labeling iteQpeuple,
|&Zlite artiste du peu Michelet notes that unlike ¢hpredatory wasp, the bee has a
resoin de se faire une idole nationale dont IOamour IOinvite ayQrameithe historian
celebrates the beeOsatmn to @ CitZ, la patrig as well as thé/ere universelle®
MicheletOmost significantmusings on the beake shape ihis reflections on the

organizational structure of its community. The author notes that new scientific
developments have showimat the beehive is not a monarchy ruled by a king, but is
organized around a dominant queen. This queen, however, does not govern or rule.
Instead, she is sometimes governed by her subjects and serves primarily as an object of
adoratior?® Describing tis community, Michelet writes:

®onc, ce gouvernement serait au fond dZmocraftue

Oui, si 10on considere IOunanime dZvouement du peuple, le

travail spontanZ de tous. Nul ne commande. Mais, au fond,

on voit bien que ce qui domine taute chose ZlevZeOest

une Zlite intelligente, une aristocratie dOartistes. La citZ

nOest point bl%tie ni organisZe par tout le peuple, mais par
une classe spZciale, une espece de corporation.

8" Michelet, LOInsecte829.
8 |bid., 32930. Ohe need to make itself a national idol through which love prompts
work.O
% bid., 330.
% |bid. OThus, this government will be democratic? Yes, if we consider it the unanimous
devotion of the people, the spontaneous work of all. Nobody commands. But, at its base,
we see that in all high matters, it is an intellectual ,aitearistocracy of artists. The city
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For Dalou, who had a profound interest in Michelet and other liberal, Romantic
historians, it would have been hardly possible to separate the beehive symbol from its
political contextbthe specifics of which resemble the organization of the Commune
itself where leaders were almost all members of the broadly defined artisah Atitthe
only shield that remained unchanged from the 1879 model to thechl# plaster of
1889, its consistency signals its fundamental importance to DalouOs conception of the
entire monument program.

By makingthe corporatist artisagssential to Repulgian progress, Dalou
engaged a discourse of national progressabserted the primacy of ParisOs popular
class Reading the components of the allegorical argument together, the image of Labor
appears as the embodiment of the traditional Parisian worlemahifests the moral
strength, artisanal skill, and autonomous position of the nineteenthiry male ideaf
The remainder of the monumentOs allegorical arguémtiiding arevolutionary
republicanvision of Justiceand a Communeentric meditatioron LibertyDclarifies the
specific politics of thgorgeron. It positions him as the talisman of French identity and a

leader of thedealrepublic.

Across the composition frote blacksmithDalou modeled a second modern
figure BJustice(fig. 2.19. Herallegorical argument explicates a key aspect of the mid

century philosophiethat illuminatecthe popular republican tradition ar@alouOs vision

is neither built nor organized by all the people, but by a special class, a type of
corporation.O
L Tombs,Paris Commune, 116.See also chaf, fn 22.
%2 Chenut,The Fabric of Gender, 193.
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of the Commune. Dalou dresses his representation of Justice in a modern bodice and
coifs her with a modern hairstyle. Her wide shoulders, muscular arms, and serious facial
expression are unidealized; the Academic painter Jean-Leon Gérdme dismissively
identified her body type as that of an ouvriére.”” Like Labor, Justice reaches her inside
arm to the center of the composition where she holds the chariot, directing its advance. A
scepter capped by a hand with two fingers outstretched balances her bodily energy as it
crosses her torso, pointing away from the central orb. Justice’s hips and waist also bend
away from the central group. The position of her feet and the inward angle of her
shoulders steady her core and frame the putfo who advances in front of her carrying a set
of scales. In another gesture that recalls the forgeron, Justice’s wary stare looks past her
physical space, extending her presence beyond the sculpture’s physical base.

Though tablets and/or a sword were the traditional emblems of Justice, Dalou
included neither attribute in his final composition. Hunisak suggests that Dalou avoided
the sword because the Franco-Prussian War and the Commune turned him away from
militant imagery.”* The likelihood that Dalou shied away from the tradition épée in the
effort to construct a non-vindictive and militant image of Justice in the moments
surrounding the debate about Commune amnesty also appears very possible.”

The issue of the tablets proves denser. Dalou had originally included law tablets
as part of the allegorical shield on the model (fig. 2.20). Ten years later, when he
modeled the full-sized plaster Dalou removed the tablets, ornamenting the chariot face

with only a triangle bisected by a plumb line (fig. 2.21). Conventionally, scholars have

%3 Archives Musée d’Orsay. Dalou — Archives.
4 Hunisak, Sculptor Jules Dalou, 223.
%> Special thanks to Pierre Georgel for helping me with this point.
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argued that Dalou’s removal of the tablets stemmed from the sculptor’s feelings towards
his forced exile and a belief that laws could be used as tools of malice, and as such they
may profane justice. Yet Dalou’s exile was not the product of a law but instead the result
of a trial verdict.”® In fact the sculptor had been committed to regaining his status in
France only through a legislative act — amnesty — instead of a direct decree such as a
pardon.””’

The equilateral triangle with a plumb line is a traditional Masonic symbol of
equality. In the ultimate conception, this icon joins Justice’s scepter and her scales as the
principle attributes of the allegorical argument. The interplay between the symbols
operates within the larger context of the popular revolutionary tradition to signal the
possibility of justice being achieved through the establishment of equality, evoking

specifically the social politics of the 1871 uprising.”

Pierre-Joseph Proudhon was a central figure in mid-century social revolutionary
thought that related justice and equality. The entrenchment of Marxism had led to a
marginalization of Proudhon, but as more recent scholarship has shown, the philosopher
was undeniably one of the most influential thinkers for the insurgents of 1871. To this
point lain McKay notes, “the Commune’s vision of a federated, self-managed society and

. . 99
economy owes much to Proudhon’s tireless advocacy of such ideas.””” Gustave Courbet

% Archives historiques de la Prefecture de Police, Série Beaux-Arts, carton 1024, dossier
79414.
°" Dalou to Corneglia, 30 January 1879, Louvre Manuscrits 321.
%8 Johnson, The Paradise of Associatipi43.
* McKay, Property Is Theft43-44; Calhoun, The Roots of Radicalisi39-240.
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was more direct in pointing to the influence of Proudhon, callingthe Christ of the
Communé-®

The relationship betwegustice and equality was fundamental to the thinkerOs
social visionlIn his theoretical writingsProudhon held equality as the guarantor of
justice, whichhebelieved was social principle of ordeas well agshe measurement of
good in society® In practical application this meant theatisting economic inequality
served as deterrent to social and interpersonatice. His vision of mutualism, which
empowered workers taatrol their tools and the means of production as well as to create
cooperativessought to ensure social equality at the intersection of justice and
economics®?

Proudhon wakardlyalone in noting the relationship between the two virtkes.
instanceRussiananarchist thinker Mikhail Bakunjmwho informed the Communards
social program through his participation in the Internaticgepoused a similaheory.
Influenced byhis time in Paris and his engagement idtbudhonBakunin extendethe
analysisof justice and equalityo its relationship witifreedom. In hiRRevolutionary
Catechisnof 1866 Bakuninsuggested that thestitution of freedom througlhe
creation ofequality was justicé’® Rhetoric that linked justice and equalityntinued in
revoluionary-republican circlesvell after the Communén 1900 the Radical Leon

Bourgeois, a man whose party represented itself as the inheritorspoipihlar

199 GystaveCourbet, @ppeOLe Rappel7 April 1871.
191 \Woodcock Pierre-Joseph Proudhqr208-9.
192 Harbold, OJustice in the Thought of Piglweeph Proudhon,O 723.
193 Skirda,Facing the Enemyl2
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revolutionary tradition, argued that equality and justice were interchangeable in the
nationOslogan as they werevitZ la meme chos&®*
DalouOs allegical argument manifests th&o concept® interrelatiariThough
Dalou removed the law taddk from the original modehostcontemporariesantinually
identified the figure asustice. Thescepter, which traditionally ornamentgdstice
allegories of royal and imperial French rulersnfirmed this identification. The scales
that theputto carries, howevelarean ambiguous referenbecauséconographic
traditions make them available signsof either justice or equality.ouis de Meurville
was one of the few critics to notice this conflation, writihg Qustice est ici, en meme
temps, 10ZgalitZ, le droit, IOZquitZ, IOimpartialitZ et aussi la tolZrance et'f& bontZ.0
The build up of these symols around a modern figure offers the possibility of an
allegorical narrativeProudhon had argued that justice was a universal cofédjtis
implies thatit remained present at all stages of human existence, even if its application
was inconsistent. Howing this preceptthe convergence of the scepter and the modern
figure becomes legible. The juxtaposition suggests a continuity between past and present.
Not only does this echo the formal play between aesthetic styles in the monument, it
advance$roudhonOs vision that despite different effortsriy cait the rule of law,

basic pstice transcended the divide between historical periods.

194 Bourgeois, Bxtrait du compte rendu de la sZance du Congres dOEducation Social du
jeudi soir 27 septembre 1900, Safidarité, 192. On the Radics® claims to be the OSons
of the Revolution,O see Stofexs of the Revolution. Oln reality the same thing.O
195 Meurville, OLOiuvrede Jules Dalou,O 374. OJustice here, is at the same time, equality,
law, equity, impartiality and also tolerance and gooslii2s
19 proudhon,justice, Vol I. 42. See also: Lu;T®e political theories of P. J. Proudhon,O
62.
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The sculptor extended the argument through the figure of the putta As the chariot
moves forward, the puttolooks back to Justice to determine his position. The visual
interplay suggests a hierarchy between the concept and its activation. By placing the
puttoin a dependent position, Dalou insists on the need for the implementation of
equality and justice — the balancing of the scales — to correspond with the broader ideal.
Again, this responds to a Proudhonian assertion about the revolutionary tradition.
William Harbold explains that the social theorist saw the “affirmation, though not the
entire realization of justice,” in the bourgeois revolution of 1789.'"” Harbold points to an
extended passage in Proudhon’s On Justican which he explains that the Revolution
replaced a structured system of inequality with a call for equality in all civil and religious
matters. Despite these intentions, Proudhon believed that the insurgents of 1789 had not
established the systems to activate equality and thereby provide real justice.'” Dalou’s
allegorical argument offers a contrast, suggesting the possibility for an actualization of
equality and justice in the modern Republic.

From the opposite side of the monument, this allegory adds additional nuance to
the blacksmith. Proudhon’s theories on mutualism and equality appealed most directly to
skilled workers who sought economic freedom through cooperatives.'” These workers
understood Proudhon’s rhetoric to offer a social model that would succeed where others
had failed. It would alter the fundamental economic inequalities that created injustice and

break from the nineteenth-century pattern that saw successive revolutions simply shift the

7 Harbold, “Justice in the Thought of Pierre-Joseph Proudhon,” 732.
1% Ibid.; P-J Proudhon, on Justice Vol II, 63.
19 Nomad, “The Anarchist Tradition,” in The revolutionary internationa)$0.
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rulers at the top of societyithout alteringthe social position of the workel® DalouOs

artisan would surely have champiortad vision.

At the front of the group, Dalou modeled a Genius of Liberty with an idealized
physiognomythat signals a mode closerAgademic sculptureemoved fronthe
popular masculinity of théargeron(fig. 2.22). He rests his left buttocks and outer thigh
on the back of one of the lions that pulls the chariot. He elegantly twists his body,
thrustinghis right arm forward to extend a torch illuminating the Rejg@is progress
while simultaneously turning his head back to the center of the group. In creating this
pose, Dalou was able to activate tmuscles of the GeniusOs ¢bige 2.23, emphasizing
the anatomical precision with which he modeled this figure.

Both Hunisak and Marina Warner identifyugustinDumontOs 1838340 Genius
of the Bastille on the July Column as thesglbprecedent to DalouOs fig(fig. 2.24).***
The two Geniuses are both idealizgdung male nudes in tlstyle of traditional
representions ofthe Roman god Mercurfpespiteobvious thematisimilarities,
DalouOs Genius is no mere copy of the earlier example. DumontOs Genius is androgynous
and balances lithely atop an orb at the columnOs-H@alouOs intensely muscled

Geniusexude<lassical ideas of masculine fore@mmunicating sense gbhysical

power that is absent its predecessor.

101pid.
1 Hunisak,Sculptor Jules Dalow220.Warner,Monuments and Maideng70.
DumontOs figure is sometimes called the Genius of Liberty. Maurice Agulhon dismissed
this notion, writing Qui pense jamais . . .IOappeler GZnie de la Lib&GZAgulhon,
Marianne au Comba64.
12 5GeniusO allegories were traditionally Oandrogynous male nudes.O Fusco, OAllegorical
Sculpture,@ Romantics to Rodji67.
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As DalouOs Genius balances on top of the, llanstabilizes his position by
driving his left arm into the one of the anim@acls. The vertial tension of the
idealized musculaturgraws the viewerOs attention to the link betweepéhngonification
and theanimalPa traditional symbol of the peofde wilf-** The physicality of the
connection suggestsat thisvision of libertyis dependent othe peopleOsupport The
sculptor augmented this treatment of the theme ishiedd behind the Genius
Originally Dalouhad placed a LouXIV -style face in a sun behind the Gen(fig. 2.25)
Pperhaps caught up in his Baroque tendddlbyt he switckd the shield to the Phrygian
bonnet in the later monumefiity. 2.26). This Liberty Cap signaletthe popular
revolutionarytradition, resoundingn the conflicted spaces of Commune memory.

ThePhrygianbonnet originatingin Ancient Rome where newlypanumitted
slaves wore the cavas a commonepublican symbol of libertyThe bonnet became
polemic attire during thErenchRevolution,gainingsignificant symbolic status d20
June 1792 whenm@volutionary crowd forced the r@dponto the heads of &King, the
Queen, and the Dauphin. As Richard Wrigley writes, after 20 Jum®timetgrew as a
symbol of popular identity and a direct retort to the King®s authbfpr Dalou,a
sculptor wellversed in the Bmantic history of the Revolution, the iang of replacing
the sun symbol of Louis XIV with an icon of organized popular remolhis monument
to the republiavasnotlikely lost.

Throughout the nineteenth centucpuntless allegorical representations of France
and Liberty included the cap. Thenor of this symbol changeldiring thel871revolt

when Communarddeclaredt avital symbol of the uprisingl'he traditional red color

13 Meurville, @Biuvrede Jules Dalou,O 374.
"4 \wrigley, The Politcs of Appearanced35138.
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mathed the city governmentOs flagd thensurgents claimed thimage of a female
combatant wearing a Phrygianmettheir most important icoh™® Despite its visual
links to the traditional ORepublidbertyO allegory that developed in the wake of 1792,
Communards insisted that the allegorical figure was purely the personification of the
rebellion!*®

After restoring its authority in Paris during May 1871, the Third Republic needed
to be wary of visually associating itself with the symbols of radicalism and the
Commune The government outlawed the bonnet in the 1870s and was quick to have
police confisate liberty caps and arrest those who dared weal'68ech
preoccupations forcedttists to develomoveliconography to respond to the new
circumstance$'® For instance, Angelo Francia created a OséinialO icon for the
state with his 1876 bu&Zpulique, in which a crown of laureland a star caps
MarianneOs heat?

When the Municipal Council insisted that sculptioisorporate the bonnet into
their models for thenonument at Clieau dOEait signaled a new chapter in the history
of the liberty cap Yet by choosing to associate the bonnet with a traditional, passive
image of the Republic, the Council and its jury simultanecieshpered some of its
radical association®levertheless, the position of the bonnet onMiogices@arianne
reveals a disonnect between the national government and the Parisian authority. |n 1880

nationalpolice were still vigilant about controlling the symbol in public spaces even as

15 Agulhon,Marianne au Combatl 85.
1%pid., 186.
7 1pid., 224.
18 Boime,Art in the Age ofivil Struggle 59.
19 mbert. @Oimage de la RZpublique dans la mairie@iamd Paris Dansait avec
Marianneg 62.
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thecapitalinstalled a plaster version of the competitisimning ensemblé?’ Three years
later the national government refused to participate in the inauguration of the $®@srice
grouplargely due taheliberty bonnetthat crowns théigure.*?*

DalouOs decision to employ ferygiancaptwice in his monumer®once on his
MarianneOs head amiice behind the allegory of libefBjis provocative, especially in
light of the rest of his allegorical program that asserts popular sovereigpetsadical
associations of Marianne wearing the cap ¢telcthedin the second half of the 1880s
neverthelesghebonneton the chariot faces still a defiant reference. Isolated as a
symbol of liberty, this shield recalls t@®mmune and itpursuit ofpopular liberties,
including those thahe Proudhonian vision of justice and equality evakaesivell as the
uprisingOdesirefor municipal sovereignty*2

During the Commune mosbn-Jacobin factions, of which the Artist@sl€ration
was one, understodtierevoltOpursuit ofliberty to be specifically related to municipal
freedom in the wake dhe Empire. Haussmann had denied any notion of Parisian
independence, writing that OParis is not a Commune; it is the Capital of the Empire, the
collective property of the entire Countri#{The Communedeniedthis assertion in the
immediate sense, but alsgjected th&mpireOsentralized state more generalyany
Communardsollowed ProudhonOs logic to argue tinateasedtatecentralization

denied muitipal liberty in a manner that created economic inequalities and soaokd

120McPheed Social History of France, 1780-1880, 259.
12 Gildea,Past in French History, 39.
122 GreenbergSisters of Liberty, 15.
123 G -H. HaussmannV/émoires du Baron Haussmann (Paris, 1890), 11, 196, quoted and
translated in Greenber§isters of Liberty, 15.
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justiceimpossible’?* A number of likeminded groups in other French cities concurred,
advancinghat cause offrench federalism in their support for the Commune.

The representation of liberty posed several thematic problems for Dalou as it
intersected with lingering fears abobetCommune, especially asdtics continued to
associate thaprisingOsalls for liberty withrising anarchist radicalisrif” In the visual
arts, the caricaturist Thomas Nast treated the need to balance liberty and control in his
1886 engravind.iberty is not Anarchy. His image portraythe hand of Libertglosing to
crushthe anarchistsO advareeenchjournak such ad 'Evénement echoed similar
rhetoric,contextualizingcertainof its extréme-gauche positionsandclaims to a Odeep
love for the peopleO liysisting onan Ointense hatred of anardB$’

DalouOs powerful assertion of popular libéstged him to make similar signs
thatwould detachthe allegory from anarchist associatiofise GeniusOs nudity and
idealized body typé&ramehim unmistakablyin an allegorical moddJnlike the Naturalist
blacksmith, who exudes a wondorn masculinity, the Genius no modern heraho
could participate in contemporary debates informs, but does nottervenein, the
peopleOs sphere. Additionally,the Genius stretches his right arm to extend his thech,
turns his head towards the elevated Marianne in what seems to be a look for approbation.
His fluttering cloak and the flame onetthorchblow backtowards the center of the group,
balancinghe energyof hisreach.The forward and backward motions operate formally
and thematically to maintain the GeniusOs connection to the Republic, insistiag on

importance otheidealstateto guide proper libertiesThe harness that attaches tage

124 GreenbergSisters of Liberty, 32-39.
125 gee: BoimeHollow Icons, 133136.
126 judith Stone cites’EvénementOs epigram in hSons of the Revolution, 29.
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faced lions to the central chariot augments this effect, manifesting the controlled pull of

their popular force.

At the back of the monument, an allegory of Peace anchors the composition. The
central figure is a modern female nude with soft flesh and rounded hips. Dalou positioned
three putti struggling to support a giant cornucopia in the space around her (fig. 2.27).
Despite each putto’s off balance position — one even falls under the giant horn — they are
in a formal rhythm through their arch-like arrangement. The putti’s air of playfulness
and exuberance complements the relaxed regard of Peace to contrast the sobriety of each
of Dalou’s other allegorical personifications.

Dalou’s formal modeling, rich with musculatures vivanteschieves a serene
image of Peace. In the model, the figure’s face (fig. 2.28) recalls Carpeaux’s dancers on
the front of the Opéra Garnier, suggesting the precedent through which Dalou created this
representation. Carpeaux’s La Danseoffered a worthy guide; the Second Empire
sculpture transferred a physical movement into a marble. Dalou’s task bore a relation to
Carpeaux’s project, but required Dalou to transform a social state into solid matter. To do
so, the sculptor modeled a representation of Peace that manifests no sign of physical
strain despite the twisting movements of swiveling hips, an arching back, and a turning
neck. As Peace stretches her arm backwards to distribute flowers in the chariot’s wake,
she elongates her bodily line, emphasizing her sensuality. Her long, soft curves extend in
a manner typically associated with Ingres or Alexandre Cabanel. Dalou adds no
pronounced muscle definition, rendering her body an elegant form absent of abrupt

corporeal delineations. Peace is bereft of tension.
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The olive branch plaque on the chariot face insists on this meaning. In a manner
more direct than the other three shields, the olive branch assigns a straightforward
representation of the social idea. This is a subtle change from the original model, which
had included a caduceus. The shift to the flora symbol seems to confirm Hunisak’s
assertion that Dalou hoped to avoid any reference to bloodshed, as the caduceus implies a
peace achieved through struggle while the olive branch is absent of such nuance."”’
Neither symbol, however, would directly illuminate the small group of putti with an
overflowing cornucopia that accompanies the main allegory. This secondary group
begins to communicate an additional meaning for the monument’s trailing allegorical
group.

The cornucopia hooks around Peace’s legs, functioning as a physical barrier
between the personification and the chariot. Though the figure occupies a space within
the sculptural sphere of the cart — and her twisting torso strikes the appropriate formal
balance — the extension of Peace’s right arm, a reverse echo of the Genius of Liberty’s
gesture and the turn of her torso away from the center are formal qualities that drive her
rhetorical energy outwards.'”® The figure’s sash, which appears to be a copy of the
Genius’s drapery, flows past the back of her legs, insisting on her movement away from
the center. Like the cornucopia, she overflows from the group, signaling her secondary
function as a symbol of Abundance.

The duality of the figureOs symbolism is effective because of its position within
the composition and allegorical program of thenumentUnlike the other allegories,

Peace does not determine the RepublicOs c@ties@olemic naturef Justice, Labar

127 Hunisak,Sculptor Jules Dalou, 223. . )
128 Demaison termed this effect isolating. Demaison, OM. Dalou,O 39.
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ard Liberty hadforcedDalou to be explicit in his meanings to explictite values he

sought to exemplifys tenets adn ideal republicPeaceibundanceyields a different
requirementsit is a dependent allegofjt existsonly in the wake of the propegrl

guided Republi®andits meaningsnaybe more flexible. In a very direct way, Peace

and Abundance respond to FranceOs tumultuous military and economic circumstances of
the 1870s and 1880s. They work in tandem to suggest that the progress andreafizati
theideal republigorovides a panacdar the most critical issues threatening France at the

fin de siscle. Simply, Peace as Abundance represents the natmr@sr

At the apex of the composition, Dalou treatsrijgresentationf the Republias
the elevated spiritual figure who unites the four allegareslayers of historfig.
2.29). In a departure fromsculptures with more traditional pediments, Dalou placed his
Republic atop a celestial odvoking an allegorical trogaorrowed from inages of
Victory. In this mythic role, the Republic amplifies the sense of historical culmination
that Dalou suggested with the fusionpefriodaesthetics. Supported by thepular
allegorical programDalou argueshat after a century agvolution,this Republic may
guidethe nation forward, triumphantly.

Dalou took pains to provide apecific representation of the Repulthat could
pair with hispopular themesThePhrygian bonnet anchiton which falls beneath her
right breast, are traditionattributes of théMarianne of Popular &/oltDbest
exemplified in Delacroix@sberté guidant le peuple. The exposed breast is hardly
sexual. Dalou mannered tflen drapery to insist that it anartistic contrivanceHe

then squaretier shoulders ahwaist,emphasizinghe RepublicOs broad torso, dense
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core, and thick leg®all bodily attributes that contrast the female sexual icons of the fin
de-siscle Bnotably theParisienne As sheconfidently steps forwardhe stretches her
right arm out in grotective and gracgiving gesture anteacheder left hand dowto
place it on a fasces unity.

The balance of her pose and the purposefulness of her stride empleabably
and spiritual seftontrol even as hayown clings to her body and exjggsher contours.
The lightness of her drapery marks a change the sculptor made in the transition from the
model to the monumenin the model Dalou had usédler clothingthat overwhelmed
the Republic with pervasive folds anthi@avy effec(fig. 2.30). Thiswould have been
difficult to execute convicingly in the larger monument. Moreovby;, cutting back on
the drapery, Dalou rested the expressive power of the Republiccéorpereal form
forward progress, and balance

In her elevated positiorhé Republic becomes the focal point and formal unifier
of the composition. From each side of the monument there is arsinsiial progression
from basedevel allegory to the apex of the group. Theamdout movement of each
figure guides the viewerGazg upward from all sides of the compositidihe Republic
links thesaegardsand the arguments that direct them. At the same time, and in keeping
with the allegorical progranMarianneatop the orbfemainssomewhatietated fromthe
worldly sphere butin a manner that contemporaries found neither cold nor arr&dant.

At the top of the monumentehpresence iperhaps akin to theate@ role in the
federalist societyShe inspires andinites the allegories as they enrich each othlee

does mt, howerer, exert authorityor intervenébeyond providing a stabilizing idea and

129 Corru, OJules Dalou,O 2309.
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common identityAbove a program rich in rhetoric about communalism, social equality,

federalismand popular libertyDalou presenthis Marianneas the queen of the beehive.

As with the Blanqui tomb, DalouOs willingness to show his plastenph of the
Republicin 1889 belongs to his perceived duty to engage the social issues of the day
through his art. Th@arisian Director of Public Workédolphe Alphand initially
implored Dalou tdnaugurate a temporary version of thenument as part of the
RepublicOselebration of the centennial of the 1789 revolutiite national exhibition
was to be a grand ceremony that served to further legitimate the Third Republic by
insistingon itsrevolutionary originsThe anniversaralone did not swafpalou, who
remained reticertb showhis monumenbefore completionHe succumbeanly to
AlphandOs request when the Parisian bureazadfatl on their bond of friendship, and
argued that thinauguration of the plaster would serve a sqmbtical purposen the
nationOsampaign against the remaining strains of the Boulangisement and its
doctrines of organic nationalism, militarism, and an authoritarian’sfate.

The rejection of Boulagism struck alword with the sculptor whbad previously
joined at least one public manifestation againstGeneral Contemporaries described
DalouOs anBoulangistsentiment as aextension of his Qumunard attitudesndas a
stance that anticipateds later support for Alfred Dreyfu§* Moreover afterthe 1880s
when the Opportunists hadled over a period of economic downturn and cesirey

opportunities for workey Daloulikely saw the popularepublicthathe championed as

139 breyfous,Dalou, 128. ) )
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an alternative solution for the working clags whomBoulangehadalso appealed
througha series o&ntibourgeois, rightving policies

Alphand surely proposed the project to Dalou several months in advance of the
September celebration, but the exatteframes hazy.The lag betwee®alou agreeing
to install the groumnd the ceremonyeeded to be sufficietd allow thesculptorto
finish thefull-size plasterin addition, Dalou needed tinbe learn the proper paintirand
chemistrytechnique to male his plaster appear to be patewb atask thatDreyfous
suggests was quite involved and time consurtiih@iven that this process likely
required several months, Dalmay havealreadytaken the decision to raise the
temporarymonumenin May 1889 wenhe wrote to JosepReinachto clarify his vision
of afste auxouvriers In his 6 May letteto the antiBoulangist voice of.a RZpublique
franeaisg Dalou amplified hisdea for a celebration of workers, whittte two men had
apparentlydiscussect an earliesoirZe. The sculptowrote that he wanted to celebrate
the army of labor for whom theocial battles are unrelentiagd whosefforts reveathe
glory of France, of the Republiand of humanity** Perhaps the 1888auguratiorof
the monumencould manifest Dalou@seam.

Despitethe sculptorGsopes andheletter to the influential journalisthe
ceremonyof 21 September 188%ted the rationOs army and political elitEven the
Opportunist presidergadi Carnojoined the Municipal Guncil to participate in the
national manifestation of republican triumph and unitye contemporary press

descriledthemonument and theeremony & an incarnation ofaudablerepublican

132 preyfous,Dalou, 1289.
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values™ Dreyfous suggested that the events surroundiniéuguation madeit one of
the most memorable days in the history ofdimsiscle Paris-*®

Daloufelt bitterly deceived by the governmentOs military and Opportunist
manifestatiort>° In a remarkable journal passage from just days aftesweet he
offereda blistering critique that deridefriumph of the Republias a monument to
Cautrefoi® and the ceremonyasanachronistic celebration of a bygone ¥fa.
Notwithstanding the space reserved for 100 workers who assisted Dalou preparing the
monumenfor the site, the sculptdremoaned the absence of the army of labtine
celebratory processiofleaccused the government of usurping his social program for

political ends:*®

DalouQOs reaction to the inauguration exposes a series of figsithieshe
menorial environment and cultural politics of the 188DBelate nineteentkenturyOs
new demand for readymade goods, an influx of#kdted laborers into the capital
during the Second Empirand theaise of a professionavhite-collar clashad
fundametally undercutheartisanOsultural position and socigbwer in ParisThe
corporatist labor model that had guaranteied autonomysince theancienrZgimeband
that had fundamentally influenced revolutionary polilggave way to a new production
sydgem. The industriadconomy of specializatiodid not require laborers to become

skilled in all aspects of manufacturing. These new circumstances, along with changing

134 See for example: E.M.e Monde IllustrZ1; Wollf, OCourriede ParigdArchives de
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artistic tastes and the advent of mass productimdedthe system of training that had
forged fraternal bonds and established a natural hierarchy among laborers. As these
traditionalstructures dissipated, shop owners no longeckdto be skilled artisan®
rather they just needed to be sound business$ten.

The breakdown of traditional wking-class social dynamics altered the relevancy
of DalouOs allegorical arguments, especially as it concerned the artisan as the nationOs
representative man. A didactic program that supported associationism and mutualism,
modeled on @ooperativestructue, was less appropriate for a society with a shrinking
craftsman class and a growing proletarian work fdrcéhis new climate, thenessage of
returning modes of production to workers rebounded within the rhetoric of socialism and
communism, not populaepublicanismViewing the new circumstances, Paul Lafargue
mocked the artisanOs aspirations to artistry and love for labdm, afidrce Marxian
critique damned the artisansO pretentionseiping to inflictsuffering on the proletarian
masses?®

While Lafargue dismissed the modern value of the artieargedrly Opportunist
leaders of the 187Qgere happy to appropriate him as a symbol of the workiags,
even aghey redefineddeallabor. In place of the traditional ParisienraftsmanLZon
Gambetta and his followers pointed to the efforts ohthievelles couches socialBs
milieu of small business owners, lawyers, small industrialists, journalists, andD#dsers

the type of work that wouldrive modern French society* This allowed Oportunists

139\Weissbach, Ofisanal Responses/O-71.
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to create a new image of the ideadrkerwho could epitomize the bourgeois
constructions of citizenship, as well as secular, culturally cultivated, and militant
masculinity*#?

Even withthe development of this new male idol, the pedagogicatmef of the
1870s and the 1880samifest thedominantcultureOsontinued celebratioof the
craftsman as the prototype fmanual labarThe majority of these texts sprung from an
effort to spur national ideas of social cohedietween the bourgeoisiedataborerdy
constructing a workinglass image that was removed from the boorish persona that the
middle-class commonly associated with the proletafiaey geared these textsvards
working-class studentsiggrandizinghe intellectual craftsman am@monstratinghe
social importance ofiorkers@osition as fundamental for the succesd harmonyf the
nation’*®

In matters of governance, the Republic was equally focused on advancing class
cohesion The WaldeckRousseau law of 1884, for exampbdermitted a type of
unionization that Republican leaders hoped would quetking-classradicalismby
advancing a type of sanctioned communalism and associatibHishespite such
rhetorig theWaldeckRousseau law demonstrates that the autonomous Pavisiker
no longer embodied an ideal of French masculinity, the craftsmanhutexisted as a
socially subordinatégure that owed his rights to dominant clasSéee 1893 closure of
the ParisiaBourse de Travail, a syndicalist labor exchanggemonstrated just how

tenuous these rights could be.

142 Nye, Masculinity and Male Codes of Honor, 1545; on bourgeoisanstructions of the
citizen seelLehning,To be a Citizen.
3 Tilburg, Colette's Republic, 27-30.
144 Stuart Marxism at Work: Ideology, 207-8.
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Such efforts by the Opportunist government were far from a nefarious plot
intended to harm the laboreMost moderates truly valued aleologyof solidaritythat
promoted class harmony and social cadresYet, as the name implies, the Opportunists
were also attuned to what was the most politically advantageous. The lack of laborers at
the inauguration of DalouOs monument is case in point. The decision to restrict workers
from the ceremony was not thermalmodus operandi for the centennial celebration.

For instance, workers of every type took part in the procession that lauded Augusta
Holmes Ode triomphale at the Palais delldlustrieonly tendays before the inauguration

of Dalou®s grouf3® The monumeinat Place de la Nation offered different spectacle
concerns, as the shifting circumstances in the neighboring streets attested to new social
and industrial structuseof the capitaf*® The marks of proletarianization that the
surrounding streets manifestdaeatened to reveal the rupture between a history where
the artisan embodied the masculine ideal and a future where the proletarian worker
lacked agency and influence in the ceremonial environment.

DalouOawarenesthat his monument exhibited an alléigal program that was
inadequate for the modern era manifests a broader rupture in society. The development of
modern structures altered more than the roles of social class and modes of production.
These new systems offered a new paradigm of FrenchysedieteDin Reinhart
KoselleckOs expressipthe Ospaces of experienceO did not aligntw&horizon of
expectations® The artisan hero and his embodiment of a popular revolutionary spirit

was no longer an applicable icon for the new working claaks @r social harmony

145 Bessonnetavre,Les Fétes réepublicaines, 266-7.
148\weissbach, OArtisanal responses,O 69.
147 Koselleck,Futures Past, 255275.
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based on eighteenttentury philosophy were equally less appealingwerking class
confronting modern circumstanceésccordingly, the legitimizing possibility of the
bourgeois revolutionary tradition became problematic. HZreffidsto link the
rehabilitated pos€Commune Paris to an Enlightenment rejection of monarchy and feudal
structures did not resound with more modern concerns of revolution and the social
conditions of an industrial era. The traditional aesthetic okbeces@nonument and

the midcentury idealisnand conventional allegorical modéDalouOprogramwere

equally anachronistic interventions into a modern memorial environment.

Ironically, it was the success of the Boulangist movementOs consideration of
moden factors that spurred Dalou to realizations about his own efforts and attitudes.
Boulangism rejected the Enlightenment liberalism that had defined much of nineteenth
century social theory in favor of an organic nationalist-attonalist andan anti
positivist ideology**® On a black horse as a symbol of French virility andRbeanchge
General Boulangaappealed t@onservativesyorkersbmany of who had come to Paris
from the province®and to formeRoyaliststhrough a rhetoric that extolled thalues of
the provincial soilss well as the ideologies of social Darwinism and faith in
authoritarian politics*® This offered a new vision for French society modeled on a
rejection of bourgeois liberalism. It rebounded in new expressions of French migsculi

such as Jean Baffier@3&ques Bonhomngg. 2.31) Pan unidealized, crass, and

148 Sternhell, OThe Political Culture of Nationalisiafionhood and Nationalism in
France 22-38.
149 Hutton, OPopular Boulangisn8®86;. Irvine TheBoulanger Affair Reconsidered:
Royalism, Boulangism, and the Origins of the Radical Right in France
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Naturalist portrayal of an atavistic, rural everyman whom the Opportunist Republic had
betrayed."’

Dalou’s reaction to the 1889 ceremony prompted him to begin a new engagement
with the worker in French society. The next ten years manifested the ways in which he
understood the new challenges that Boulangist-style reactions posed to the fabric of
republican traditions and popular social rhetoric. As he promised in the wake of the
inauguration, he devoted countless efforts to developing a monument to laborers that
would celebrate the worker as a hero of the modern cult. Though this ultimate goal never
came to fruition, his pursuit of it is revealing as a lens onto art and politics in the 1890s.
As Dalou charted a formal and ideologically engaged course through the social and
structural dynamics of the century’s last decade, he operated within the areas of slippage
between dominant modern and anti-modern discourses. This led him to produce a series
of sculptures that suggest a new vision of modernity that would anticipate the visual
language of twentieth-century social ideologies, and the shifting role of man in an

industrial world.

159 McWilliam, Monumental Intolerance, 13-36.
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Visual Positivism and Radical Contradictions

The first half of the 1890s was a period of transition during which Jules Dalou
turned his attention to a new monumental aesthetic that correspondeddémsocial
evaluations of firde-siecle France. DalouOs developmafra positivist visual language
in a mode of public sculpture that did not lean on the crutch of allegory was an
evolutionary process replete with false starts and equivocations. As Dalou matured in his
use ofthe formal stylehis sculptures began to reveal cultural ambiguitiesitiaédcted
republican identity. His monuments exposed a series of inconsistenaiesciety that
was seeing actively to understand tipgessuresf theindustrial division of laboon
constructios of the nationQsast andexpectations foits future In a ries of
commemorationto the nationOs new herdes)uding JeanBaptisteBoussingault,
EdmeJean Leclaireand Adolphe Alphandalouexplorel the formal capacity of
positivistaestheticso intavene in the memorial landscape, testingwviadility of a
monolithic construction ofvork as the ennobling virtuef the nationOs representative
men.

Following the 21 September 1889 inauguration of the pldgiemph of the
Republic at Place de la Nation, Dalou returned home distraogtite ceremony that

transpired. In addition to bemoaning the lack of worker participation in the celebration,
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Dalou lambasted his owefforts® He wrote in his journal that theriumph of the
Republicproject @Dagissait de glorifier aujourdOhui pour exalter demain. Il nQOy a
qu@utrefois dOinvitZ. Maneme jOai fait une Tuvre dOautrefdisThe sculptorOs critique
of his monument as a product of a previous era is especially damigigtiof DalouOs
Romanticconvictionsandhis repeated invocati@that an artisheeded to bef his own
time.?

The hagiographic biographies of Dalpaint to this momenras the origirof his
reconceptualization of formal conceyrsallingthe period that followed theeremony
Dalou®sNephtalid Roujon was precise in noting thhis referencevas not intended as
abiblical allusion to RachelOs struggle with Leah in Genesist@:8sa fin-de-siscle
referenceo thetheoristErnest Renan, one of Francefst influential positivist thinkers
and a central voice in the discourse of nationattiie® In his populaiSouvenirs
dOenfance et de jeuneRemarhaddescribed his ONephtafi€riodasthetime at the
seminary when he began to question the divinity of the bible and relatefl @es the
course of two yearse struggled with the dide between his intellectual convictions and
the requirements of the ecclesiastic career for which he planned. He eventually left the
churchand wrotelLa Vie de JZsus biography thasubjects the Christian savior to the

same historical standardsotherfigures

! Roujon, OPreface,O vii.
2 Quoted in Roujon, OPreface,O vii. Omtaaded to glorify the present to exalt the
future. There were only those from the past invited. Myself, | made a monument of the
past.O
3 Collection PrivZe, Petit Palais.
* Roujon, OPreface,O vii.
> RenanLOAvenlr de la science: pensZes de;IRd8an OQquse quOune nation?0
ConfZrence faite " la Sorbonne, le 11 mars 18§8&)este quOune nation?
® RenanSouvenirs dOenfan@93.
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When Roujon compares DalouRenan heframesthesculptorOs attempted
conversiorasan existential effortLike Renan, Dalotaced a struggle in operating
betweernthe standards of his vocati®didactic programs andomantic allegorie®and
his new perspective on the nature of the wdrdhe wake of thd889ceremonyDalou
soughtto align himself with the latter set of concerhg pledged t@ursue a new formal
style through which he woulerect a monument to laborers that would glotfiy worker
as the hero of the modern cliRoujon noteshat Dalou®Gsew pursuitvould leadhim to
reject @utes lesormules de son habiletZ commmee armure hors d@usgfgﬁ.he
biographer continues, notirtgat theatrical allegory, which had been andwantmotif of
almost all public monumesitn the 1870s and 80s, began to make Dalou ntegsea

Thecelebratorynature of thesbiographiesand the critical reception of the 1899
inauguration of th@riumph of the Republievhich hasuggested to sonikat Dalouwas
a consistent practitioner of N&aroque sculpture, has led modern scholars to question
whethertheartistactually pursued new aesthetic in the 1890shd installation of
DalouOMonumenf Eugene Delacroixfig. 3.1)in Octoberl890comgicates matters.
This groupin the Luxembourg Gardens manifests the pinnacizatduOsxiberant
RomantieNaturalist mode, glorifyinghe celebrated painter through a sensitively
renderedthough idealized portrait bust that sits at the apex of a dyitaatiegorical
composition in the middle offauntain.*® The bust itself, which Dalou likely derived

from AlbertErnest Carrier BetuseOs 1864 rendering of the painter, images Delacroix as

" Roujon, OPreface,O viii; DreyfoDsjou, 249.

8 Ibid., vii. Orejected all his accepted/authorized formulas astesabie armor.O
® Cornu, OJules Dalou,O 249.

19 For a thorough history of the commission see: Siméngdans apres, ELe
Monument ~ Delacroixe Jules Dalou,O Fantin-Latour, Manet, Baudelaire,
LOHommage " Delacrqig43157.



a charismatic Romantic hetbAn august and wise expression marissface and a

vibrant scarf activates his spirit. The bronze head and Elgsliacroix is here without
armsbsits on its own small bronze base that in turn rests on a stone plinth. The central
support, which Dalou and his team augmented with a serresiofled edges,

undulations, and sweeping lingsovides the composition with amergeticspine.

The monumentOs allegorical progBoomposed of mythological figures with
idealized modern corporealifyechoes the Romantic verve of iimth. At the viewerOs
left, a personificatioof Time lifts a figure of Glorywho lays palms and a laurel wreath
underneath the painterOs bust. Across the composition, a crowned Apatithsits
statueOs base. The muscutaf lgas put his lyre dowtwisting his torso and head to
watchthe otheffigures@fforts. He reaches his arms to the center of the composition,
applauding the celebration and encouraging the viewer to do the same.

Though the inauguration date of this monument belongs to the 1890spglgemi
casting doubt on RoujonOs assertion, Dalou designed the ensemble in the 1880s. During
this period, when the sculptor was working in his studio on the boulevard Garibaldi, he
was also preparing compositions such as the ¥888rnit¢, the high-spirited Triumph
of Silenus of 1885, the Hugo tomb project, and theumph of the Republic.** Not only

doeseach of these groups share a Romax#aturalist modegritics consistently

It Dalou did not know tfs portrait from its original exhibition, he would likely have
seen it in 1885 when it figured in the OExhibition Eugene DelacroixO fatdhee
Nationale des Beau#rts. Simier, OVingt Ans Aprs® 156; Thanks also due to June
Hargrove.
12 Dreyfous,Dalou, 189.
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compare DalouOs handlirand compositioin theseensembleso the work ofa ries of
painters such aBeter Paul Rubens, Jacob Jordaand everitian.'®
The painterlyaesthetiavas specificallyappropriate fothe Delacroix ensembles
ageneratiorof earliercommentatorfiad madenalogousomparisons betwedflemish
and Italian master coloristésd Delacroihimself Indeed, he perceivedsimilarities in
the aestheticef Dalou and Delacroix informed thogitical reactionwhen Dalou received
the commissiorfor the Luxembourg Gardegroup In anod to DelacroiOs preferences
there had been no open competition for the project, leaving the monument committee to
select the artist that it deemed magpropriate.* Though Dalou was part of the
organizing bodypalong with other sculptors including Falguiere and IHawboisbhe
abstained from the crucial meeting whka committee selected him to execute the
ensembleThe journallL ’Evénement suggests that the choice was &siident arguing
QM. Dalou est en sculpture en peu ce que fut Delacroix en peinturentldesta meme
Zcole; quOon me permette le mot, ils sont tous leddewreurE G°
AmZlie Simieris quick to note that in 1894 Dalou expressgiyounced such a
coloriststyle.*® She points to a May journal entry when Dalou affirmed,
En sculpture on sikompe en voulant trop regarder et
sOinspirer des peintres coloristes, qui ne dessinaient pas ou

dessinaient insuffisamment. La sculpture E nOa pas grande
chose de commun avec la coloratjalle a sa coloration

13 See, for exampld®Zladan, OLa sculpture civigDelavard,Le Siécle, 5 June 1883;
Dreyfous Dalou, 104.See also citationsf Du Seigneur, Javel, Lanson, Merson,
Noulens,and others in HelbronnerCétalogue RaisonnZ des sculptures du XIX siecle
(18001914) des musZes de Bordeaux, 338
14 Simier, OVingt ans apres,0O 145.
151 "Evénement 19 mai 1885quoted in Simier,\dngt ans apre<O 148. OAs a sculptor,
M. Dalou is somewhat similar to what Delacroix was as a painter; they are from the same
school; they are both, if | may, coloristsE.O
18 Simier, OVingt ans apres,O 148
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propre, qui tient surtout du dessile malelZ se produisant

par les contours. Mieux vaut donc regarder et sOinspirer

dOabord de la nature et ensuite des ma”"tres comme Rapha’l,

Ingres,etc.'’
This opinionsuggests a stark depare from DalouOs earlier mode. Moreoveyris
directly counter towhatDreyfous describes as the sculptorOs preoccupatomgiand
Qaire parler " la sculpture le langage de la peinture et, particulisrement de celle des
peinturescoloristes.G®

The distance between the undoubtedly colorist concerns of the 18708&sd 18

and the 1894ejection of the samiends credence tBoujonOsontentionthat Dalou
madea clear transforationin his vision for sculptural aesthetics. This dramatic shift
prompts a reconsideration thie consensuhatDaloulargelyremainedunswervingin
his treatment ofigures andhat hederivedhis compositionpredominantlythrough a
meditation on thenost appropriate historical precederi@sncerns for engaging previous
eras of monument certainly influenced the sculptorOs process, but in the early 1890s it

seems that h&as moranvested irexploringmodernaestheti@and programmatic

concerns

1" Dreyfous,Dalou, 123. Oln sculpture one errs in wanting to find too much inspiration in
colorist painters who either did not concern themselves with line or did so insuRjicient
Sculpture does not have a lot in common with coloration; sculpture has its own color,
which belongs to its design; sculptors model through the creation of contours. It is better
then to look to, and draw inspiration from nature before masters suapbad® Ingres,
etc.O
18 Dreyfous,Dalou, 77. OTo make sculpture speak the language of painting, and
particularly that of colorist painters.O
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Ironically, as Penelope Curtis and other sah®have pointed outye Delacroix
became the prototype for the commemorative strategy of Third Repudnize.’® The
combination of allegoricgersonificationsurrounding a pedestal capped with a portrait
bust became a formula for the periodOs montainseulpture. Countless other ensembles
operate with similar organizatioRor instance, ittaurentHonorZ Marquest@s 1909
Monument "Pierre WaldeckRoussealffig. 3.2), two classical nude workers andigure
of Liberty BDperhaps meant to represent timfication of workers under the law of 1884
Prespectfully and thankfully gaze upwards at a bust of the republican statesman. While
Dalou would return to variations of this style at other points in the 1890s, he appears to
have made a concerted efforta@ak from these conventions in most of his compositions
of this decade. Indeed, Dalou bemoaned the banality of such an organizatiaievhen
widow of Charlegloquetcompellechim to sculpta bustandallegory tomb monument

for her late husbanid 1897.2°

DalouOs first monumental design that portends a new formal style actually
predates the inauguration of theumph of the Republid’he tomb of Victor Noifig.
3.3), atPere Lachaiseemeterypperates in a Naturalist mode that contemporary critics
lauded for its €ffet absolument sais@st derZalitZG* Noir lies on a low plinth that only
minimally elevates him from the ground. His unbuttoned shirt expmogesshot wound
in the center of his chest and his face manifests what contemporariesrealiechquility

of death.n the twentieth centunAntoinette Le NormaneRomain has noted that the

19 See Penelope CurtisOs discussion of the group and an 1913 reaction to it in Curtis,

Sculpture 19041945 42.

20 Dreyfous,Dalou, 20910.

2L OVictor Noir,@e Rappel13 December 1889. Olts absolutely striking effect of reality.O
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formal directness of the Noir breaks from more Romantic precedents such as Dalou’s
own Blanquior Aimé Millet’s Baudin.To Le Normand-Romain, as well as to the critics
who first saw the work at the Salon of 1890, Dalou’s Noir conveyed a sense of
photographic realism and absolute objectivity.*”

With this monument, Dalou depicted the narrative moment immediately after
Noir’s January 1870 altercation with Prince Pierre Bonaparte, Napoleon III’s cousin.
Noir and fellow journalist Ulric de Fonvielle had visited the Prince on behalf of anti-
Empire firebrands Henri Rochefort and Paschal Grousset. Following their employers’
instructions, Noir and de Fonvielle attempted to arrange a duel between Bonaparte and
Rochefort as the culmination of an exchange of libelous newspaper articles. While the
exact details of the encounter are somewhat cloudy — specifically with regards to who
slapped whom and who provoked whom first — the argument finished with Bonaparte
firing a single shot into Noir’s chest. The journalist fled the house and collapsed on the
pavement where he died from his wound. His death became a cause cZlebrgelevating
Noir to martyr status for republicans. The less-than-rigorous prosecution of the Prince
that followed provided further evidence for those who claimed that Empire was deeply
corrupt.

Nearly nineteen years later — in January of 1889 — Noir’s brother and Auguste
Vacquerie of Le Rappeled a monument committee to erect a new tomb to the deceased
martyr. They quickly commissioned Dalou to sculpt the monument, planning to translate

Noir’s remains from a cemetery in Neuilly to one in Paris.?> The sculptor appears to have
ry y p pp

*? Le Normand-Romain, “En hommage aux opposants politiques,” 77.

*3 “Le Monument de Victor Noir,” Le Rappe] 7 January 1889. The tomb was originally

intended for the cemetery of Montmartre. Caterina Pierre has suggested to me that the
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finished an initial maquette a month after receiving the commission.>* About ten months
later, the committee reviewed the ultimate plaster model, which Dalou submitted to the
Salon at the Champs du Mars the following year.*” In July 1891, the committee
inaugurated the tomb at Pére Lachaise cemetery in a plot close to that of Auguste
Blanqui.

Dalou’s monument appears intended to unsettle the viewer by departing from
traditional funerary tropes and viewing practices. The Blanqui also operated in a mode
somewhat outside such traditions, but its nudity and position on a pedestal placed it
within the general schema of effigy imagery, even with the sublime effects of the body.
In the Noir, Dalou pushed his style further from convention. In place of any allegorical
allusion or framing devices, Dalou opted for what seemed to be a type of nineteenth-
century hyper-naturalism. The audience perceived that it was seeing Noir as he fell —
beautiful, young, and guiltless.

Dalou augmented this emotional appeal by placing Noir on a very low base that
incites the viewer to change his perspective in order to consider the seemingly
unidealized body with its hints of baby fat. The work’s proximity to the ground denies the
sculpture the type of psychological barrier normally afforded works of art, and which

typically insist on their position somewhat removed from the viewer’s domain. The state

decision to install the monument at Pére Lachaise stemmed from the willingness of the
eastern Paris cemetery to donate the funerary plot.
** «I e monument de Victor Noir,” L Egalité, 16 February 1889.
%% «I e monument de Victor Noir,” Le Rappel, 13 December 1889.
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of the patina, rubbed raw in many places, attests to the manner in which the audience has
come to interact physically with the portrait as a public cult object.*

The novel composition and the seemingly photographic realism distract from the
socio-political construction that Dalou effects in the effigy. Descriptions of Noir from the
1870s, both literary and photographic, portray the young man as a large, gruff, and
unrefined character.”” Some reports hold that he was illiterate until the 1860s — if not
beyond — and some authors have questioned whether articles published under his byline
belonged to his own pen. To these ends, Roger Williams, a biographer of Rochefort,
claims that Noir’s writings in La Marseillaise were actually not his at all but rather the
most vicious expressions of his employers who used Noir’s pseudonym in their most
vitriolic prose.*® Regardless the actual authorship, a quick survey of articles signed
“Victor Noir” in the Marseillaise in the month before his death reveal a figure — or
perhaps the construction of a figure — with a biting tongue whose political commentary
exhibited shockingly little decorum, even when compared to the pens of the Emperor’s
vicious republican critics.*

Though Noir seems to have been a working-class hard man, Dalou modeled him
as a modest-sized young bourgeois with small rolls of soft fat ringing his neck. The

sculptor took advantage of Noir’s sartorial choices for the day of his assassination — he

*® For one argument about the touching of the monument see: Pierre, “The pleasure and
piety of touch,” 173-85.

*7 Perhaps most revealing is Jules Valles’s play on Noir’s name and contemporary racial
discourse in his constant reference to Noir as “mon negre.” du Camp, Souvenirs d 'un
demi-siecle, 271.

28 Williams, Henri Rochefort, 49.

** Victor Noir, Articles de La Marseillaise signés Victor NOIR.
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wore his finest stj hat and gloves to visit therirceDto reimagehisidentity.®’ The
combination of his bourgeois dress, his soft flestd hisreputation a a workingclass
force confuseNoirOgplace in the class structure, framimign more as a type of popular
heroof mid-century who transcended clasisions.

The formal directness of théir, which anticipates DalouOs next monuments, is
not a producof anynew evaluation of social structure. Rather it seems intended to offer
a new visual strategy to revisit a series of ideas rooted in the past. Indeed, the monument
was a type of participaim the Boulanger crisis of 1889, whielppeargo have spurigd
the monument@mmitteeto action. Just days before the organizing groupOs first meeting
Vacqueriehad drawrclear links between the politics of 1889 and those of 1870 in a front
page articldor Le Rappel titled, Boulangisme eBonapartisme.3? While twentieth
century scholars such as Zeev Sternheté the significandistinctions between the two
movements, for contemporaries who shared the perspectiXecqtierie connections
betweerNapoleon llland GeneraBoulangemwereboth natural andgitically
advantageous.*® In evoking the memory dhe EmpireOs supposed perverse paliaies
manifest in Prince BonaparteOs assassination of\éaiguerieand his peers framed the

advance of Boulangism as an equivalent to a regime of murder and icorrupt

The Noir monument marks the beginning of DalouOs experiments with more

direct aesthetics, as well as the approximate end of the sculptorOs visual engagement with

0 Dreyfous,Dalou, 209.

31 Philippe Julian, OPrefaceifles Dalou, Exposition 20 Mars-15 Avril, 1965, 3.
32 vacquerieOBoulangisme et Bonapartismee@appel, 2 January 1889.

33 See Zeev Sternhell, OThe Political Culture of Nationalisni@imiood and

Nationalism in France, 22-25.
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the politics of 1848 and the Second Empire. The Rom#tdtaralism of the 1880s
would continue to emerge in some of his early compositions of the 1890s, especially
those with formal roots in the earlier decade. The monument to the agsbaoth
member of thénstitut de FrancelearBaptisteBoussingaultfig. 3.4)is onesuch project
thatstraddleghe temporal divide.

Installed in the courtyard of th@onservatoireNational desArts et MZtier®less
than a third of a mile from the MoricesO traditional model to the Rexthkc
monumenimanifests lingering anachronisms even while remgdhe beginning of a new
mode of social exploration in visual forfheensemble is a muifigured group, capped
by a bronzéust ofBoussingaulat the apex of a sober, reseted marble columrAt the
base of the monument, a Naturapsisantvith matted hair and large sabtgans
against thepillar, restinghis right hand o two-tongued hoeStationedbelow the
scientistOs right should#is peasanboksacross the composition at a personificatin
Science who supports a book on her kigfee looks back at her modern companion,
offering a gesture of instruction. Scientific devicasd farming tools lie at thigguresO
feet. They addNaturalist ornamentatioio the composition, suggestitige programOs
deep connection witthe worldlybnat philosophicabsphere.

When Dalou and the monument committee inaugurated the group in 1895, the
ceremony marked the culmination of the sculptorOs-gégintengagement with the
scientistOsmemory.®* Before BoussingaultOs death @87, the sculptor andjeonomist

had been friendltyin the days followindnis death Dalou visited the deceased and

34 The work has since been moved to Saint Denis.
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sketched hisorpse.® The nextmonth JosepBoussingaultJearBaptisteOson, wrote to
the Director of Fine Arts lobbying for Dalou to receive the commissionulpsthe
traditional memorial bust for members of therirut. According to the younger
Boussingault, Dalou was the only sculptor appropriate for the task because he had known
the scientist in life and had already createel& glaise of the man irdeath.*®

JosephOs request proeethplex Only six months earlier the State had
commissioned Dalou to execute a posthumous buBtisfaveCourbet.>” When
Boussingaultdied, Dalou had notetfinishedthe earlier project angovernmerdl rules
prohibited thesculptorfrom receivinga seond $ate commission until he completed the
first. Thesebureaucratic obstacles did not deter the Boussingault family and its circle.
Through the political intervention ttie familyOs friendsline MZnardDorian and her
husbad PaulMZnardDorianDa deputy in the National Assembly connecteGémrge
Clemenceau@stréme-gauche opposition to the OpportunisBDaloumanaged to
receive the Boussingault contract in February 1888, two years prior to delivering the
marbleCourbet.*®

The Boussingault bust(fig. 3.5) presents the scientist as a roghturysavant.
Dalou imaged him witlbroad shouldersg robust headand heavy facidkeatures that
communicate an aspect of physical graviBsussingaultGmstume is appropriate fors

status as a member of theadémie de Science, but the manner in which he wears his

% ArchivesNationales, B 2070, Boussingayl8 June 1887 letter from BoussingaultOs
son to the Director of Beawkrts; Fondation Custodiainv. 1977A.1673 and 1977
A.1674.
% ArchivesNationales, B 2070, Boussingault, 3 June 18&#ter.
37 Archives Nationaless?! 2070, Courbet, 19 December 1887, Decree of the Minister of
Beaux Arts.
3 ArchivesNationalesf?* 2070, Boussingault, 17 May, 1887, letter from Paul MZnard
Dorian to the Director of Beau&rts.

137



clothing suggests a lack of personal vanity. Its numerous ruffles and soft edges give the
fabric a worn quality, intimating that scientist was not a sedentary scholar. Dreyfous
concurs, interpreting the portrait as an effort by Dalou to represent Boussingault as “un
homme des champs plutdt que...un homme de cabinet et de laboratoire.”” At the same
time, Dalou activated the agronomist’s countenance to stress his mental energy. His eyes
are half-closed but intense — as if he were narrowing them to concentrate on a specific
thought. His protruding chin and the defined masses of flesh at the nose and through the
upper cheeks activate his face and suggest an inner vitality that insists on a pensive mind.
This treatment of the visage creates a duality between intellectual and physical activities
— the combination of which operates within traditional conceits of masculine vibrancy.
The bust maintains a mode of Romantic-Naturalism appropriate for the
commemoration of Boussingault — himself a product of an earlier generation. Born in
Paris in the second year of the nineteenth century, Boussingault graduated from the
School of Mines before traveling in South America with Alexander von Humboldt. Upon
returning to France in the 1830s, he taught in Lyon prior to gaining a position at the
AcadZmieles Sciences Paris in 1837. Eleven years later, Boussingault served in the
republican National Assembly, ostensibly with Louis Blanc’s party. In practice, however,
he had maintained a far more conservative record than Blanc and many of the typical
quarantehuitards He went so far as to oppose the right to work policy as well as the

elimination of capital punishment.** Ernest Kahane notes that after Boussingault’s mid-

39 Dreyfous, Dalou, 191. “A man of the fields rather than a man of the office and the
laboratory.”
% McCosh, Boussingault, Chemist and Agriculturi$i5-116.
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century adventure in politics, he became entirely devoted to his scientific works,
believing that political pursuits distracted from his ultinfaiis.**

Moving away from government service, Boussingaalicentrated on the
connetions between science and society. For instance, he believed that his study on the
possible uses of excrement allowed for a reconsideration of the relationship between man
and capital, offering a different perspective on the ideal of productive labor and
individual autonomy.*? In these interests, Boussingault joined a series of other scientists
and doctors, including the republican stalwart Jdantin Charcot, who saw connections
between laboratory research and nineteestitury social dynamics.

Somesaurces suggeshat Dalou and Boussingault formed a relationship because
of shared political convictions, whictvhile undoubtedly true to a degree, marginalizes
the scientific and social bonds that likely linkidne sculptor and the agronomist
Circumstanial evidence demonstrates that Dalou was quite intrigued by the scientific
milieu of the Third Republidn the 1880s he formed relationshiypgh Band sculpted
busts of®bbothCharcot andoussingault. In these years he also execatsdtue of
Antoine Lavoisier (whom Boussingault considered a model) for the amphitheatre of the
Sorbonne. In thaeext decadeDalou exhibited further interest in science and its
practitioners. He became a very close frienthefinfluential doctor Pawicher,

sculpted a sketchy ter@tta model for a monument at tAeadZmie de MZdicinend

1 KahaneBoussingault entre Lavoisier et Pastelis2.
*2 simmons, OWaste Not, Want Not,c083
3 Goldstein, Dhe Hysteria Diagnosis artbe Politics of Anticlericalism,©09-239,
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carved out precious time to subrnata psychenedical examinatioby Edouard
Toulousewho was investigating the scientific rootsgehius.**

Suchinterests were riaunique toDalou, as scienc&as beginning to exeda
crucialinfluence in Frenclocial andvisualculture.* In addition to artists® engagement
with the studies, many cultural commentators and intellectuals turniee sgientific
method as a means teaduate social issuePoliticians,such as the &lical statesman
LZon Bourgeois, and sociologists, including Emile Durkhdinked their evaluations of
class relations to organic @homena in the natural sciences. Thegte about social
dynamics in biabgicalterms, calling on theciences as an impartial gauge against which
to judge newculturalideas.*®

The monument aArts etMZtiersoperates at the intersection of natural and social
sciencewithin a changing societyrhe constructionof Boussingaulas asavantthrough
a RomantieNaturalist aesthetic, reveals the shifting identity of heroic republican thinkers
in this period Like the artisan, the romantic poet, andghdosophe thesavantwas
slipping from themost privileged rung dvantgarderepublicanicons.*” The
intellectual,who emerged in the last decade of the centusyaeduct ofthe ruptures of
the modern erahad takerhis place as the republican heybthe moment. This new
figure responded to the circumstances of the fin deesiadlile the previous icons were

testaments to DalouOs agautfefois

4 Dreyfous,Dalou, 230.
> See, for example, Larson and Brauer, &t Art of EvolutionClair, ed.L'%.me au
corps :arts etsciences 1793993 Gage,Color and Meaning
“® Stone The Search for Social Pea@0.
*7On the Intellectual see: Dat®irth of a National Icon11-12.
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The monument’s lower section is incongruous with the bust’s subtly outdated
social statement. To the viewer’s left, a naturally rendered paysan(fig. 3.6) suggests a
new step towards a positivist visual tradition. This laborer functions without the claims to
superhuman proportions that emboldened the forgeronat Place de la Nation. The folds of
his baggy clothing highlight the undulations of the fabric, suggesting the man’s slighter
frame. Moreover, Dalou’s handling of the peasant’s musculature manifests an acute
attention to human physiology, which he developed in studying actual workers of the
French countryside in a series of visits in the first half of the 1890s.*® The collarbone
protrudes slightly from the workman’s shirt and subtle suggestions of pectoral definition
appear under the fabric. The corporeal proportions and nuanced anatomical treatments of
the lean muscle in the paysarns forearm reject the hulking vision of masculinity
communicated through masses of undefined bulk.

The peasant’s matted hair combines with the workman’s physique to contribute to
the photographic quality of Dalou’s new Naturalism. His hair is neither coiffed in the
dynamic manner of the blacksmith at Place de la Nation nor covered by a marker of his
rural labor in the mode of Jean Francois Millet’s reaper. It has been quickly brushed from
his brow and suggests the damp stickiness of sweat; the hair appears as the mid-day style
of a man who did not consult the mirror. Dalou’s attention to a seemingly haphazard
effect allows him to highlight the figure’s unpretentious character, as well as to fix the
interaction between the peasant and the personification of Science as an unposed

moment.

* Dreyfous, Dalou, 251,
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Upon viewing thepaysanin the days after the 1895 inauguratibalou
expressed a certaitegreeof pleasure with hisfforts.*® This is a relatively unique
circumstance for a sculptor wigonsistentlyfound his own work lacking and fyaently
destroyed casts and models for which he no locgred.*® This acknowledgement of
success perhaps emerges because thewariaér marks an advance in DalouOs efforts to
operate outside afanonical allegorical patterns and the nineteeetituryOs
proliferation of realist allegoriedNot only is he a formally modern and Naturalist figure,
his attribute, a humble twpronged hoe, belongs purely to the worldly sphefarmhing
tools, offeringlittle in the way of philosophical meaninghe paysanthensignals a
departure from the contemporary mode of monument in which artists made new
allegorical compositionby treatingidealized figures with modern details or by
contextualizing modern figures with classical iconographic poses and traditional
attributes.”

Despite thigdirecttreatment of thgpaysan the image oScience(fig. 3.7)is an
exemplar of the aoventions ofealist allegoryThis figureis a modern woman whose
hair and costume reflect the tastes of the nineteenth century. The cinching of her dress at
the waist and the folds of fabric in the torso and across her legs draw attention to her
breasts and hgubisas reminders of her womanlbBbut not necessarily as symbols of
fertility or sexuality. Her bare right fo&@peekingout from the flowing fabri¢hatcoves
her legattests to her allegorical station, especially when viewed in the context of the

paysanOnspicuousabotsthataccentuate his &uralism. Theomeon her left thigh,

** Dreyfous,Dalou, 193. ] ) ,
*E. LantZri, OJules Dalou: Sculptor,Q &8@yfous, ODalou inconnu,0 82.
*1 plotek, OAllegory in the Age of Realism,O 2.
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which she barely holds open with an index finger, plays on the traditionalsroageth
wisdom andscience, confirmindner identityas metaphysical construdtat the book
exists in her sphef@na that of the worker as was common in traditional allegorical
constructions of labdsignals DalouQOs effort to represent a new narrative.

ScienceOs downward pointing finger encourages the peasant to considedthe
branchbetween their feeflo Dreyfaus and PauCornu the exchange suggests that the
femalepersonificationwas instructing the peasant that scientific techniques could have
rendered the branch fruitful, and that the peasarst use them in the futuse as not to
wasteopportunities.>® Even withoutthis hyperspecific narrativéperhaps advanced by
Dalou himself in conversations with his cotemporaBi&sienceOs gesture elucidates a
connection between the peasant andrtfage of Boussingauétbove him. The
vegetation on the groundmesnts their shared conceBoussingaultOs research, which
presumably sits on ScienceOs lap, provides the peasant withoaigaiove his
production and therefore his quality of ldedsocial stationFor this new image of
labor, however, the knowledgeust be mediated through a second figure.

Though they maintaidiffering relations tdNaturalismand allegory, both the
peasant and Science manifest a type of photogré&ptot painterlybsurfaceeffect
evidentin DalouOsubtletreatment of their musculature aincther restrainedsurface
animationand draperyCompositionally, Dalowchoed these ngpainterly effects by
tradingthe theatricality of his earlier groups for a scene dependent on the figuresO

absorption.>® This formal treatment and Scienceg@sturaevealsanuancedut

°2 Dreyfous,Dalou, 192; Cornu, OJules Dalou,0 248.
3 On absorption, see Michael Frigkhsorption and Theatricality
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significant departure from the style of celebration that Dalou had initiated in the
Delacroix

In bothensemblesthe sculptorrepresented the monumentsO heroes through
bravura portrait busts atojigh pedestals. Each composition also uses allegorical figures
to create a commemorativentext at the lower register. That said, te&ationshipof the
personificationgo the bustss markedly different. In thBelacroixmonument the
dominant push of #hallegorical program is wholly directed to feting the painter,
exemplified by Apollo taking a break from his lyre to applaud. In the courtyard of the
Arts and Miers, Science and thpaysanareseemingly ignoranf theagronomistOs
presence above them.

Thelack of interaction between the two ranges ofdabmpositionsplits the
programinto distinctspheres. Theentral column and the spirit of the monumental
environmenfare the only unifying forcedut neither provides a narrative that shows
Boussingalt as arengagzssisting th@aysan Instead BoussingaultOs scientific work is
the force that bridges the gap betweenstdneantand the peasant.

The sculptor was tacitly acknowledgiaghew vision of societwith separate
social strata when hereated a physical separation between the scientist and the rural
laborer Following the rhetoriof mid-century thinkers such as Jules Michelet, Dalou had
previously represented all manner of laborers within the pomileau. Hereon the other
hand, Déou does not present Boussingault and the peasant as participants in the same
sphere. Instead the composition suggests a hierarchical construction of society where the
confident scientist crowns the monument while the rural worker furrows his brow and

cone@ntrates intently to understand gavantOachingsismediated through Science.

144



In breaking from traditional compositional strategies, the Boussingaultlso
counters Dalou’s traditional treatment of masculinity. The social divide between the two
men suggests different essential qualities. The scientist’s bust affirms an increasingly
anachronistic mode that celebrated the man’s physical and intellectual labors as a savant
Work, humility, and an interest in science also ennoble the peasant, but he is hardly a
figure that prompts reverence; he lacks agency and autonomy as he listens to instruction
from Science. While both figures engage labor and intellect, they do so in fundamentally
different ways that owe to their separate positions and perceived acumen.

The treatment of Boussingault and the peasant signals Dalou’s engagement with
new issues surrounding la questiornsociale which Judith Stone defines as “a polite

54
”>" These concerns would

euphemism for what to do about and for the working class.
dominate social and political debates until the beginning of World War I, but they were
just emerging as an acknowledged political and social problem when Dalou was
designing this monument.

France’s Radical party, a group composed of the “extremegauché& opposition to
the Opportunists, was particularly active in seeking to address the social question. These
men, viewing themselves as the “Sons of the Revolution,” sought ways to promote social
harmony as the modern legacy of those popular campaigns. The party formed a
somewhat amorphous group; its projects depended on diverse coalitions that could help

express a vision of republican solidarity that would bridge the gap between an

. . . .. .. . g . 55
economically liberal republican bourgeoisie and France’s rising socialists factions.

>* Stone, Search for Social Peacé.
>> On the Radical’s political pursuits and vision of the Revolution see: Stone, Search for
Social Peacgand Stone, Sons of the Revolution
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While they acknowledged a divide between the nation’s classes, the Radicals promoted
social cohesion as the modern legacy of the revered revolutionary tradition.

For Dalou, the breakdown of the popular milieu and the interaction between the
classes had immense personal resonance. As the interaction with the scientific
community and Aline Ménard-Dorian’s intervention into the early stages of Boussingault
commission demonstrates, the sculptor occupied an elevated social position with 1880s
France. Indeed, Ménard-Dorian was a fixture in republican society and epitomizes the
nineteenth-century forerunner of today’s so-called gauchecaviar milieu.”® Dalou’s
participation with this culture often involved membership on government arts committees
— such as the Salon jury of 1884 and the late decade sub-committee charged with
supervising the redecoration of the Pantheon. Dalou also made an effort to participate, at
least occasionally, in the Third Republic’s salon culture, shoulder to shoulder with Emile
Zola, Edmond de Goncourt, Jean-Baptiste Charcot, Rodin, Rochefort, Clemenceau,
Boussingault, and many others.>’

The renewal of private salon evenings during the middle and end of the century
had emerged in response to a specific desire for the newly empowered bourgeois class to
affirm its social and political position by claiming a traditionally aristocratic practice as
its own.”® Unlike the aristocratic gatherings of a previous era, the bourgeois salons of
the second half of the nineteenth-century were sites of republican political exchange and
affiliation. They symbolized the rise to power of the bourgeoisie, and helped to shape the

perception of the men and women of that ruling class. While the salons were not forums

> Martin-Fugier, Les salons de la RIRZpubliqugs4-5.
>7 Dreyfous, Dalou, 213.
>% Aprile, “La République au salon,” 474.
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for the establishment of national policies, they did help to make, and unmake, many
politicians and culturabperators.>®

DalouQOs presence in this sonmidieu complicates his preferred image as a
humble labore which he actively cultivated byresenting himself as ao@rier de
race.3° With the dissolution of the popular icori880s and 1890snderstandings about
class relationghcreasinglydenied thee who physically laboredurgeois cultural
position.®* Accordingly, & a worketDalouwould seemingly remaiaxcluded fronthe
elevatednilieu, but as an artistvho advanced a republican agenda with his art and
service on nationalommitteeshe occupgd a privileged plac&he divisions in DalouOs
identity appeaproblematic in finde-siecle society where thentrenchment of the
bourgeoisproletariat dichotomynarginalized the popular heroes of the reehtury
tradition, forcing the sculptor to considée relationship between diverse classes as it

pertained to national identity

In 1893, the year after he began work on the Boussingault monument, Dalou
earned a second commission that offered an opportunity to explore issues of social
harmony and classohesionSome twentyyears after the death of the businessman
EdmeJean Lelcairethe employees of his houpainting company pursued several
modes of commemoration for their patriarch. Initially the leaders of the mutual benefits

society that Leclaire founded liaisonLeclaire successfully sought to name a new

*9bid., 487.
® Dreyfous,Dalou, 44.
®L This condition is not restricted to this period of French society, though the changing
society of the fin de siecle accentuated such circumstaRagiere Le Philosophe et
ses pauvres
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Parisian street after the businessman. Upon receiving the Municipal Council’s approval
for that request, the workers asked the city for the opportunity to erect a bust of the
entrepreneur in the square that would abut the new rue Jean Leclaire in the seventeenth
arrondissement.”® The city directed the appeal to Jean-Camille Formigé, a municipal
architect, who turned to Dalou for the project.®®

The ensemble that Dalou erected, with Formigé’s architectural assistance, was far
more than the simple bust that the petitioners had requested (fig. 3.8). The artist
composed a socially dynamic two-figure scene that takes place on top of a rounded
pedestal. The artists inscribed the thick, rounded base with a dedication to Leclaire at the
back and an ornamental garland and nameplate on the front. At the upper level of the
composition Dalou sculpted a full-length portrait of the businessman. From the top step,
he reaches down to grasp the hand and pat the back of housepainter who climbs to a step
below him. When Dalou modeled the statue, the painter also carried a large paint bucket
filled with paintbrushes in his left hand. Though this attribute is missing in the current
monument — the city erected a new cast of the group in 1971 after the Vichy Government
melted the original in the 1942 to fulfill the Occupation authority’s demand for non-
ferrous metals — Dalou’s use of it compliments the sculptor’s commitment to operating
without traditional allegorical attributes.”* He compounded this real-world decorative
treatment by placing a series of house-painting tools at the bottom level of the elevated

compositional space. Indeed, as Dreyfous notes, none of the tools at the worker’s feet or

62 Archives du COARC (JeanLeclaire), Comité de Pétitionnement to Paris Municipal

Council, 8 March 1893.

6 Archives du COARC (JeanLeclaire) Note pour M. ’architecte des promenades, 21

October 1893.

%% On the destruction of statues under Vichy, see: Hargrove, Statues of Pari302-306.
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in his hands could claim any pretention to being instruments ofphitfisophy.®® They
all belong to the worlgiBand proletaria®sphere of every day Paris.

The monumentOs inscription provides a brief outline of LeclaireOs actions that
garnered him his workersO respect, admiradioth devotion. It notes that the
entrepreneur founded his own shop in 1826. Eightyears later he took steps to improve
his workersO health by changing the chemistry of his paint to arbmddd compound
in place of a traditional leablased one. The text then celebrates Lectairerganizing a
benefits and securities society aslivas for providing support for retirement and health
care. Finally, the notation praises wtia commissioners calldgclaireO&rand
(Euvre: asystem through which his workers could partner with the company in a profit
sharingplan.®®

The initial momats ofLeclaireOs biographyould have seemed familiar toe
majority of his workers. Like many of them, he had originally come to Paris from the
provinces in search of work. Soon after his arrival, he found an apprenticeship with a
house painteba foruitous opportunity that séis career on track. Nevertheless during
his years as an apprentiteclaire experiencefinancial and social hardshipsas well

as conflicts with hiemployer.®” These memories informed LeclaireOs later management
ploy

® Dreyfous,Dalou, 147.
® FONDE SA MAISON EN 1826 / ET SUBSTITUE EN 1844 / LE BLANC DE ZINC
AU BLANC DE CERUSE / POUR PRESERVER LA SANTE / DES OUVRIERS
PEINTRES
ORGANISE EN 1838 / LA SOCIETE DE PREVOYANCE / ET DE SECOURS
MUTUELS / DES OUVRIERS EEMPLOYES/ QUI LUI ELEVE CE MONUMENT
CREE EN 1845A GRANDE TUVRE /LA PARTICIPATION /DES OUVRIERS ET
EMPLOYES / DANS LES BENEFICES
®" Robert,Biographie d'un Homme Utile, 10
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of his own ompany where he hoped to be judged by the difference in the way he treated
his workers from the way his master had treieu®
As he developed his mature attitudes towards work and social relations, Leclaire
frequently called on experiences from his own biography. In his D830 misere et des
moyens a employer pour la faire cesser, he wrote that man only leaves his home because
of a major forcebnormally either conscription or destitution, yet moving does not
necessarily shield men from the lattendition.®® The many mietentury Parisian
laborers who followed a similar path from their rural homes to the capital would surely
have concurred. Leclaire sought to assist these workers, believing their poverty and
hopelessness negated any possibility for positive social interactions and hope for a future.
Contemporaries were quick to cite LeclaireOs dual history as an employee and an
employer as the source for his great sensitivity towards the condition of the laborer in
society.’® In the 1840s the socialist leader Louis Blanc added an appendix to his
celebratedrganisation du travail that detailedMaisonLeclaireOs profit sharing acos
for the year1843.”* This was to be a model for other organizagidreclaireOs biographer
Charles Robenpraised thentrepreneur for insuring and protecting house painters to the
same degrees that people insunedses.”? Leclaire himself had providedhetoric to

support such commendations; he descritiethanagemenphilosophyas one rooted in

% Ibid.
% Leclaire,De la misére, 1-9.
O See, for exampldsabre,Un Ingénieur social, 12
"L Blanc, Organisation du travail, Appendix.
2 Robert Biographie d’un Homme Utile, 5-6.
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an inability to support living and working in close proximity to people who were hostile
towardshim.”

While Leclaire was concerned about the weding of hs workers and interested
in the utopian social theories of SaBitmon and Charles Fourier, the entrepreneur was
adamant that his profgharing plan and mutual benefits society were not philanthropic
endeavors.”* He wrote inDe la misére that concessiongiven out of a sense of obligation
could only produce weak alliances that would break under the snpaéstse.” To
these ends, he maintained that sound business principles, not social beliefs, motivated his
ultimate decision to initiate employee betef® He calculated that the increased total
money he could earn by employing the most able and motivated men, who would have a
stake in their efforts, would more than offset the distidsubf funds.”” Insisting on his
economic rationale, and by creatistgct standards of difference in his association with
his painters, Leclaire maintained an unquestioned separation from the workers. In no
ways was this partnership one of equals, a reality that became quite clear in any

negotiations between Leclaire ahnid employees.”®

Dalou was initially hesitant to take the commission for this monument, telling

FormigZ that he did not see a clear narrative solution to the visual expression of profit

"3 Boettinger Employee Welfare Work, 98
"4 Robert,Biographie d'un Homme Utile, 47-48.
> Leclaire,De la misére, 5.
’® Boettinger Employee Welfare Work, 98
" Because of this economic reasoning, Leclaire initially only opened the benefit program
to those skilled painters that he believed would be more inclined to cooperate with the
companyOs management if they could receive increased profits for their conritchen
labor. 1bid, 90-1.
"8 Ibid., 92.
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sharing.”® The composition that he eventually found operates inegtdiormal language

that is quite specific to the relationship between Leclaire and his painters. In the new

Square des Epinettdseclaire stands at the apex of the monumerat doublebreasted

frockcoat. Dalou coiffed the entrepreneurOs hair with meldingth locks that mat

across his forehead. The hair on the side of LeclaireOs head is voluminous, curling subtly

behind his ears to frame his fadigy. 3.9) The features portend Naturalist detail,

highlighted by fleshy pocketd ekin underneath the ey®a treatmenthat became

commonplace in DalouQs portraits of older, wisefraerd the thickening and wrinkling

of the skin on either side of the nose and mouth. This posthumous representation of

LeclaireOs countenance lacks the psychological comptleattipalou had inscribed in

the Boussingault and Charcot busts. As it is not an isolated image, however, it is not

required to operate as a singular expression of the manOs character in the same way.
In this case, DalouOs treatment of LeclaireOs pptdance offers the best

insight into his imagand social attitudes. His frockat identifies him as a gentleman; its

lengthbendingbelowthe kneebadds a quality of precision to this description. Too short

to be considered a coat OplapriZtaireOthe garmentlaces him within a modern

stratumof the bourgeoisie that cantied to actively work in whiteollar professions.?

The distinction is specifically important in the context of DalouQs interest in writers such

as Proudhon, who lambastahdlordsand others who profited simply through the labor

of workersasthieves.®!

’ Dreyfous,Dalou, 147.
®On different length frock coats see: Pertets Dessus et les DesspR83212.
8 proudhonQu'estce que la propriZt2
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Leclaire’s cravat and lack of a hat echoes this sartorial positioning. Dalou simply
wrapped the tie around Leclaire’s neck with little of the flourish that marked the high
fashion of the era. As with the coat, this style of attire positions Leclaire as a serious man
who belonged in the bourgeois sphere but gave little heed to what contemporaries —
especially workers — could call its dandified or usurious conceits.*

Dalou extended the picture of Leclaire as a sober representative of the bourgeoisie
through the interplay between the entrepreneur and the housepainter (fig. 3.10). Leclaire
bends slightly at the waist to make direct eye contact with the worker. Pursed lips, which
perhaps hint at a smile, mark his serious but restrained expression. His heavy eyes reveal
his concern for the laborer’s station. Leclaire formally rests his left hand at the back of
his employee’s right shoulder and with his right hand grasps the painter’s left wrist in a
firm but fraternal shake. Holding the painter’s arm, Leclaire appears to be helping the
man advance to a step between the lowest level of this composition and his own position
at the group’s apex.

As with his representation of the paysanon the Boussingault monument, Dalou
modeled the housepainter with directness and Naturalist features. His face is unidealized
and his musculature — especially in the forearms, bare beneath the rolled sleeves —
suggests a study of bodies shaped by the repeated stresses and strains of manual labor. A
long smock covers his bare chest and trousers. The length of the garment visually echoes
Leclaire’s frockcoat, harmonizing the composition, but the difference in style, material,
and tailoring insist on the two men’s dissimilar stations. The painter’s expression

underscores the meaning that the sartorial discrepancy insinuates. He looks up to Leclaire

82 Perrot, Les Dessus et les Dessp263-212.
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with his head back, mouth agape, and eyes (fige3.11) This is a regard of profound
appreciatiorand a sense of depdence

When Dalou unveiled the Leclaire monument in 1896, he was exhibiting two new
figures in his social luvre. Hegaintraded the vision of a popular society united by what
Michelet called a Osentiment de la France,O or OidZRaiitig® for a see modeled
from the interactions acrossckarbourgeoisproletarian divide. The painter was an
employee of a major industrial house, and therefore lacked the autononhetrdisan
cherished. Leclaire, too, was not the popular hero ofaaidury. Havas an honorable
and sensitive industrialist who ran a successful comfranyoutside the workersO
milieu. Like the painter, he is nahautonomous hero, as he owes much of his success to

the proletarian laborers of his employees.

DalouOs treatmentthie Leclairepainter interaction rebounds within the sphere
of la question socialeTheyear before the city inaugurated the ensembfenL
Bourgeois led the first all Radical government of the Third Republic to power under the
doctrine ofSolidaritZ BourgeoisOs theory argued that the individuals of a society were
mutually dependent, artte success of any individual depended on his participation in a
larger social groupAccordingly, each mawas a debtor to societourgeois suggested
that the moralmperative ofSolidaritZwas to arrange social debts and credits more

equally among the popula&ea concept that thpolitician callequstice.®®

8 On SolidaritZsee Bourgeois SolidaritZ Buisson Politique RadicaleHayward,
OSolidarity: The Social History of an Idea,0-284; Hayward, OThe official Social
Philosophy of the French Third Republic, 3489 StoneSearch for Social Peac25-36;
Blais, La solidaritZ
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Bourgeois refused claims that Radicals hoped for class leveling or collectivism.
As the seHproclaimed inhators of the Revolution, Bourgeois and his followers sought a
way to make individual liberty gel with social justice. Indeed, Bourgeois supported ideas
of economic liberalism, but only in so far as they informed economic policy. He argued
that traditionaliberal theory ignored social conditiorad therefore failed the moral
obligations of a republican society to free workers from positions of dependency that
restricted their liberty.

The political tenets o®olidaritZfind sympathy in the contemporarydy of fin-
de-siecle society by the sociologist Emile Durkheim. Judith Stone has drawn this parallel
specifically with regard t®urkheim and Bourgeois@sared view that society was
fundamentally Oa concrete reality that could be dissected and anadgzee)Oas
improved.®* In Durkheim®$893De la Division du travail sociathe sociologistalls on
work by economists and scientists to back his claims that the division of labor is
fundamental for social order. He argues that the ideal man should rseiéineln for
autonomy nor be interested in everything. Instead he should prepare himself Oto fulfill
usefully a specifi¢unction.(° At the same time, Durkheim stressed that the division of
labor was a source gblidarity,as men engaged in a specific taskuld understand how
that action contributed to social cooperation and culaghadnce.®®

Stonepoints out that Durkheim and Bourgeois were not collaboratbesy Were
two like-minded individuals who reacted similarly to the social disruptions of the fin de

siecle. Dalou also participatkin this intellectual climatand while he enjoyed a personal

84 stone,Search for Social Peac80.
8 Durkheim, The Division of Labqr3-5.
8 bid., 308.
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relationship with BourgeoiBe may not have known Durkheior his writings.DalouOs
precisepolitical philosophyof the 1890s is somewhat vagbaside from his continued
republicanism andis support for Alfred Dreyds Little concrete evidence suggests that
he was a member of the Masons orltfgeie des droits de [®@Rhme thoughmodern
scholardsrequentlyassociate him with these groups that MadelBiebZriowaffirms as
foundational forces in the establishment of a Radical political block at the turn of the
century.®” That said DalouOs visioaf the revolutionary tradition as well g
interchangde sculptedbetween the two figures in the Leclaire grdapd the
contemporanAlphandmonument)suggest that Dalou maave foundSolidaritZan
appealing program

Despitetheseapparentonvictons DalouOformal representation of Leclaire and
his employee unconsciously reveal the tensions that bubbled bémeatiidarity
doctrines. Nathalie Bondil suggests that the interaction between the two men Ostand|[s]
half-way between paternalistic antaritablediscourse.3® Her argumenjustly draws
attention to the manner through which the group reinfaraesiltitiered social structure
with the painterOs risependent othe assistance of the entreprendime exact
circumstances of the interaatiovhich the history of the commissi@md LeclaireOs
biography conveyhoweverseem to counter such a reading. In the context of the specific

narrative the groupstill successfully testifies to the cohesion within kik@sonLeclaire.

87 Ginepro, ODalou ou le Naturalisme en sculpfu#9. In his unpublished manuscript
John Hunisak argues that Dalou was likely a Mason. Neither AmZlie Sioniéhave
ever found evidence to support this, yet there is no doubt that Dalou was friendly with
many in the Masonic orders. Moreover, a group of Masons participated in the 1899
inauguration of th@riumph of the Republidadeleine RebZrioux,a RZpubitjue
radicale ?42-44.
8 Bondil, OThe Representation of Pover&QO
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Nonethelesghe potentiafor social strainas Bondil indentifies jtis evident in the
interactionbespecially in the inequality of the sentiments expressed. Here, it seems that
social cohesion depends on the bourgeoisieOs cdoctrair employeeand the
workersO appreciatiaf help. Such aimbalancecould provedivisive in highlighting a
social harmony achieved through laboretsfendence arglibordination

Thevaguenessf theformal programmakes the monumentOs function in the
memorial sphere problemati€the visual positivisgnwhich counts heavily on viewers
understanding a unique relationshappardizeshe sculpture@®wer as a broader
cultural commentary that could illuminate universal issues surrouteligestion
sociale As thelLeclaire operats with its precise narrative in a culture where workers and
employers were becoming further entrenched in their oppositional positions, the group
appears as an exception to the tenor of contemporary class dgnaifoicctionsas a
quixotic expression diiopeand exacting representation of one narratatber than a

didactic guide for a newocial paradigm.

DalouOs contemporamonument to Parisian city planner J&imarlesAdolphe
Alphand(fig. 3.12)offered a further opportunity to reimaging monumeantsgthetics in
the context ofa questionsociale Though theeity did notinaugurate the grougn the
wide treelined avenue de Bois d&logne(now Avenue Fochiintil 1899 Dalou began
work on thistasksimultaneously withhe BoussingaulandLeclaire monumenrd. As with
the Leclaire group, Dalou undertook this project in partnershighwormigZ who had

previously worked fothe city plannerDalou, too, had shared a close relationship with



the man affectionately knowas@Psre Alphand.3° The planner \&s an admirer of
DalouOs Tuvre and personal character, &iad called on their bond of friendship and
republican spirit to convincene sculptotto exhibit a plaster version of tieiumph of the
Republicin 1889.%° For his part, Dalou was also a great estast for Alphand®s wokk
not only as a fixture in the republicanization of the public spbéma also as a man of
science andpirit.”

The impetus for the monument arose the year after AlphandOs death in 1891.
ThZodoreVillard, a Parisian municipalotinselor committed to using urbanism to
encourage social solidarity, initiated a monument committee to raise a commemorative
group in the planner@snor.? Villard andGustaveMesureubthe committee president
andMinister of Commerce and Industry und@surgeoisOs 1895 governmbied a
group of Radical and lefeaning artists, politicians, enginegasidintellectuals.*®
Dreyfous argues that tleemmitteequickly chose Dalou as the obviossulptorbest able
to commemorate Alpharidnot only because dfis reputation as the leading public
monument maker of the peridout also because of the mutual admirabetweerthe
two men.”* The timing of the projecand Dalou®s place within the circle of
commissionersraises possibilities that the sculptantibuted totheplans to form a

committee an@recta commemoration

8 Delaporte, OJules Dalou,0 302.
° Dreyfous,Dalou, 150.
*! |bid.
92 ShapiroHousing the Poor of Parj<.18.
% |nauguration du Monument ZlevZ ~ ALPHAND par ses Amis et ses Admirateails ave
concours de la Ville de Paris, du DZpartement de la Seine, et de IOEtat, Le 14 DZcembre
1899
% Dreyfous,Dalou, 150.
15¢



In developing the monument, Dalou turned to stone rather than his traditional
bronze. He designed the composition around an ornamented exedra that rests on a
stepped base. At the center of the exedra, Dalou placed a multi-tiered pedestal that rises
gracefully to a height equal to the top of the frame. “Alphand / Directeur de Travaux / de
Paris” and the Parisian crest ornament the plinth’s front. On top of the pedestal, Dalou
fixed a full-length image of Alphand striding forward. Portraits of four men who serve as
symbols of sculpture, painting, architecture, and engineering surround the plinth’s base in
a format that recalls ancien régime sculptures of a monarch surrounded by the four
virtues. Despite their roles as embodiments of specific crafts, the men — the painter Alfred
Roll, the architect Joseph-Antoine Bouvard, the engineer Edmond Huet, and Dalou
himself — are readily identifiable as Alphand’s chief municipal collaborators.

On the inside face of the exedra, Dalou modeled a near continuous relief of
manual laborers engaged in a variety of tasks. The central grouping splits the frieze,
allowing Dalou to divide the scenes between building and construction labors and
gardening and field works. The semi-circular frame of the monument, its stepped
structure, and the relief sculpture invite the viewer into the monument’s space,
heightening the interaction between the stone and the audience. The formal engagement
with the viewer continues at the back of the ensemble where a bench wraps the length of

the monument.

The monument to Alphand is one intended to honor the man that contemporary

Frenchmen credited with transforming Paris from a city of kings into a democratic
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capital.*° After the fall of the SecondEmpire, Alphandtontinued the redevelopment of
thecity with an eye towardereatinga republican social sphetge devoted massive
attention to establishingublic parks such as th#arc Monceauhe Bois de Vincennes,
Bois de Boulogne,ral theParcde ButtesChaumontchampioning these green spauoes
his seminal bookes Promenades de Parlde also continued thEmpireOpatternof
planting trees on new Parisian boulevards as part of both an aesthetic and sanitary
program. In addition to his work with gardens and green spaces, the planner led a number
of urban renewgprojects including the developnme of a series of city squasuch as
those at th®atignollesor Temple Additionally, hehelped organizéhe preparation of
Paris for theExpositiondJniversellesof 1878 and 1889, as well as the redevelopment of
the municipal infrastructure after the Prussian siege and the Commune

In the early stages of the projeDalou struggled to capture the right effect for the
posthumous representation. He turned to Alfred Roll, who had exhibited a brilliant
portrait of Aphand in 1884fig. 3.13) for guidance. Roll gave Dal@access to ki
preliminary drawings m AlphandOs modeling sessions, and DalouOs subsequent portrait
shows the profound influence of the paintest(ity.

RollOgortraitof Alphandfixes the planner in theiddle of a worksite with the
dome of Val de Grace rising @e his right shoulder artdrto manual laborersehind
him to theleft.*” In a manner typical of RollOs portraitofehe periodthe painter
distinguishes his subject from the surrounding figures through posture, attire, and a

painterly play between cridprmal details and hazy background scenes. Alphand

% Hunisak, Olmages of Workers,&®omantics to Rodjrb7.
% Dreyfous,Dalou, 160.
%7 Special thanks to James Hargrove for identifytimg dome.
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emerges from the fog wearing a long dark coat and an equally dark top hat. The painter
emphasized Alphand’s wide jaw, narrow eyes, and the undulations in the tone of his
beard and mustache. The planner’s eyes flit to the left and his lips press together as he
glances attentively, but not necessarily intensely, to a space beyond the picture plane. In
his left hand he holds a series of documents and his right hand is partially imbedded in
his coat pocket. A hint that the right hand is either entering or exiting the pocket enlivens
the right arm. Alphand’s glasses, temporarily balanced slightly askew on a covered
button of his jacket subtly underscore the painting’s pregnant tone. Despite the stillness
of the rendering, Roll’s image captures the subtle energy of a man in active
contemplation.

Dalou borrowed heavily from Roll’s physical portrayal of Alphand (fig. 3.14),
especially for the facial details for which the sculptor praised Roll’s image as achieving a

. 98
“tournure absolument vraie.”

Like Roll, Dalou also chose to represent Alphand in the
midst of his labor, but with a markedly different tone. Rather than employing a pensive
pose with an undercurrent of vigor, Dalou pictures Alphand dynamically stepping
forward and gesturing with his right hand to the men below him. As he advances, he
ducks his bald head to his left to direct his gaze at a blue print that Bouvard holds in front
of him. His eyes narrow in intense concentration.

Dalou established further, albeit subtle, variations from the Roll portrait in
representing Alphand’s attire. Instead of a frockcoat, which could suggest a more

sedentary bourgeois spirit, Dalou dressed the planner in what Dreyfous called his

customary thigh-length morning coat, clasped with a single button just below the neck.

*% Dreyfous, Dalou, 160. “An absolutely correct appearance.”
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As Alphand moves forward, the coat flashes open, accentuating his dynamism and
energy. Dalou also insisted on Alphand’s intense concentration through his treatment of
the planner’s hat — a less formal bowler or derby hat rather than a proper top hat — that he
scrunches carelessly in his left hand.

This image of Alphand embodies the spirit of a man who described himself as
“pas un personnage en bois assis sur une chaise directoriale, mais un directeur en chair et
en os, agissant, ayant une initiative personnelle.””” Dreyfous, who recounted Alphand’s
self-appraisal, concurred and recalled seeing the planner working until the very last
minute on inauguration days “sans idée de pose, endosser la blousse et, allant de I’un a
’autre, veiller aux travaux de la derniére minute...ne craignant jamais de mettre-lui

A R Agn 22100
méme la main a la pate.”

While the monument represents Alphand in a manner perhaps
slightly more refined than if it had shown him digging in the dirt, it is nonetheless the
portrait of an active worker.

The critic Gustave Geffroy found Alphand’s elevated position somewhat bizarre
in relation to his interaction with the lower level of collaborators.'®' Francois Thiebault-
Sisson, who preferred the allegorical style of the Dalou’s Delacroix, called the Alphand
arrangement illogical realism.'"* These critics’ complaints focused on the unrealistic
worksite composition, and both suggest that there were less drastic means of

distinguishing the planner from his assistants while maintaining a more truthful

representation of laboring relationships. Dalou, however, does not seem to have deemed a

% 1bid., 151. “Not a wooden character resting in a directorial chair, but a director in skin
and bones, acting and owning a personal initiative.”
1% Ibid. “without posing, wearing a worker’s smock, and going here and there, watching
over the last-minute work...never hesitating to get his hands dirty with the work.”
191 Geffroy, “Jules Dalou,” 224.
'2 Thiebault-Sisson, “Jules Dalou,” 149.
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faithful realworld representation as the monumemttsf focus In fact, he insisted on
the constructed nature of his compositiomiiydelinga canvas tarp on the sides of the
pedestal.

Theimage offabric offersmore than jusa witty play on the tradibins of Baroque
drapery.The clothitself has several eyeletsicluding two in which Dalou sculpted
threads of rope with frayed en(fSg. 3.15) Thesuggestion is that thepe, whichwould
have held the tarp together in fragitthe plinth,has recently been cut. As the téafls to
the sidesthe centrapedestakmerges as if it had just been unveilBde ceremonial
presentation of the statueOs hasistson its objecthoodn this contextthe relationship
between the tiers of figures and the raised positid?rid Alphandsuggestsiot simply a
conversatiorbetween the plarer and his collaborators, baitmannered presentation of
types of figures in th&epubli©snemorial environment

AlphandOdght-handedyesture anthis focused attentionmitigatesome ofthe
formal discontinuity that his elevated positicausesThe movement afhe menat the
lower level,all of whom seem to shift their positiamresponse to AlphandOs actions,
furtherreduces the compositional tensioRoll, whose portrait Dalou positioned just
behind that of the architeBouvardon AlphandOs left, leans back turdshis headto
have a better view of AlphandOs demeanor. On the opposite side of the composition,
Dalou, whosewn portrait is stationed behind the engineer Huet, mirrors the painterOs
actions. For his part, Huet leaagainst the pedestal and looks across the composition to
personally inspect BouvardOs plate divergent reactions begin to reveal that
AlphandOs assistants were men of distinctly different characters, whitgaheed

asymmetry creates a palpablergythat activates the composition.
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The two figures to Alphand’s right manifest the most striking disparity in personal
temperament. At the rear of the couple, Dalou positioned his self-portrait (fig. 3.16). The
representation of his face comes largely from a life-cast that the sculptor commissioned
from his assistant Amédée Bertault, who apparently made himself sick with stress when
applying plaster to his patron’s visage.'” The severity and intensity of Dalou’s gaunt
appearance prompted Dreyfous to clarify that Dalou was actually a good-humored man
and quite willing to relax — qualities surely not visible in this portrait that the author

104
called morose.

Dalou’s pose mirrors the force of his expression, teeming with energy.
He stands with his legs primed — one on the pedestal’s base and the other bent, melding
into the frieze behind him as he intently looks up at Alphand. His hammer and chisel are
in hand; he appears ready to spring immediately to action.

The long and oversized v-neck smock and the humble tools of the sculptor’s trade
are strong assertions of Dalou’s working-class persona. The shirt descends to his knees
and engulfs him. Its inordinately deep v-neck — open to his abdomen — exposes his slight,
bare chest. A contemporary photograph of Dalou in his studio, published in the Revue
lllustrZeof November 1899 (fig. 3.17), images the sculptor in a similar work shirt. Unlike
in the monument, however, in that picture Dalou wears a vest and cravat underneath his
smock. Though both images construct the sculptor’s image as a physical laborer, the
stone statue operates without the formality and hints of middle-class decorum that the
studio portrait suggests.

In the middle of the physically demanding act of sculpting, Dalou may not have

worn a vest and a tie. Indeed, the tools that Dalou holds — a mallet and chisel — insist on

19 Dreyfous, Dalou, 161-2.

1 1bid., 161.
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the physicality of his actions, while also revealing Dalou’s self-fashioning. Like the vast
majority of nineteenth-century sculptors, Dalou charged a team of praticiens to undertake
the brute work of carving for his stone and marble projects. In the case of the Alphand,
Dalou may well have tasked himself with the finishing work, but he certainly was not
paring the frieze from solid rock himself. In the broad sense, Dalou’s cultivation of his
image as a manual laborer is consistent with a number of his contemporaries and mentors
including Rodin and Carpeaux, and operates within a larger discourse of sculptors
seeking to identify with the working class.'” On the monument itself, Dalou’s image as
a laborer creates room for slippage between his portrait and the images of manual
workers embedded in the surface of the exedra, especially where the sculptor’s foot
melds into the semi-circular frame.

Dalou’s vigor stands in marked contrast to the portrait of Huet (fig. 3.18) who
exudes calm contemplation. Unlike the bald Dalou, whose lack of hair accentuates the
severity and angularity of his features, Huet appears a well-coifed gentleman. He wears a
high collared, crisp shirt beneath his double-breasted, buttoned coat. The closure of the
jacket distinguishes his attire from that of Dalou, Roll, Alphand, and Bouvard whose
looser garments free the men to move easily. Huet’s straight legs, positioned against one
another, compound this effect as they convey a bodily tranquility that denies him the
possibility of immediate action. His only visually apparent effort appears to be in
stretching his neck slightly to see the architect’s plan without changing his position

against the pedestal.

195 Wagner, Jean-Baptiste Carpeaux, 10.
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Though the portraits of Dalou and Huet are studies in contrast, both men belonged
to the elite guard of AlphandOs team. The Parisian Municipal council had chosen Huet to
succeed Alphand d3irecteur administratif des travaux de Pafis quite natural choice
given contemporari€evaluations that Huet was Alphanditer-ego.G% Huet also
served as one of the leaders of the Alphand monument commission and seems as
committed as Dalou to honoring his predecessor with a monument thas spéiak
republican virtue.

On the opposite side of the compositiBouvard and Roll fit between the
extremes of Dalou and Huet. Bouvdfig. 3.19) was another one of AlphandOs chief
assistants ankiis successor as tt@ommissairggZnZraldes fstesandinspecteugZnZral
des servicemunicipauxdOarchitecturéHe too served on the monument committee. In
DalouOsonumentthe welkcoifed Bouvard wears a short morning coat, the opening of
which creates space for him to raise his right leg to the lip obbtie pedestalOs
undulations. His left leg remains entrenched in a trailing register of depth. The position of
his legs, and the twistf his torso represent Bouvard maneuvetmglace his plans in
AlphandOs view, a gesture that catalyzes the monsment&live

Behindthe architegtAlfred Roll holds his painterOs palate and brushes in his left
hand.Dalou spent significant time on the portrait of R@t. 3.20), both in his efforts to
capture the manOs physiognomy and also because the two med #rmgayodeling
sessions as a time teconnect.*®” As with his own seportrait, Dalou modeled Roll
weaing a long smock over his torso, beneath which the pasptaits a jacket and cravat

Dclothing appropriate to his station as a bourgeois artist dmd traft as a painter. At

198 Berton, Ossadzow, and FillolEulgence BienvenY#4.
197 Dreyfous,Dalou, 159.
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the back of the group, Roll leans into the rounded corner at the intersection of the
pedestal and the exedra, resting his left arm against the barrier. From this position, he
turns his head up to view Alphand’s reaction to Bouvard’s plans. In a gesture that is a
microcosm of the calmness of his entire portrait, Roll languidly folds his right arm
against his stomach as a paintbrush dangles between his fingers.

The four men of the middle level of the composition comprise a diverse group of
artists and intellectuals. Nevertheless, Dalou appears to be the outlier with his self-
portrait as manual laborer. Visually, he seems to have little in common with Huet and
Bouvard, finding only slightly more sympathy in the portrait of Roll. His station among
the three other men, who appear to be embodiments of the modern republican
bourgeoisie, confuses the stratification of the social structure. It suggests the possibility
of a manual laborer to exist within a bourgeois sphere — a circumstance that subverts the
social dichotomy that dominated the era. Nevertheless, there remain key differences
between Dalou and those on the monument’s exedra; Dalou, for one, is not anonymous —
he is a member of the cultural elite who wielded a power that extended beyond the brute
force of his hammer and chisel.

This dissonance between Dalou and his peers suggests that the presumed
separation of society based solely on a division of laborer was too simple an analysis. Of
course, both the Radicals and Durkheim accounted for multiple tiers in their social
organization, yet their evaluations only took types of work into account. This
shortcoming in the sociological analysis would occupy the next generation of thinkers,

including Max Weber who argued that a person’s place in society also depended on his
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access to power, his image, and his reputation.'®® Dalou could not have been aware of
Weber’s theories, which were written after the sculptor’s death, but his ambiguous
identity — between a manual laborer and a respected cultural shaper — exposes many of

the complexities that prompted reconsiderations of the fin-de-siécle’s areas of social

slippage.

Dalou’s treatment of the individual workers on the inner face of the monument’s
frame is also a problematic intervention into class discourse. The frieze marks one of the
first inclusions of a sensitively rendered, but unsentimental, Naturalist worker program in
French public monuments. Dalou organized the relief in two halves, each comprising
multiple planes of depth through which the various narrative scenes weave. In the
overlapping of figures, vignettes, and movements, the sculptor creates a sense of dynamic
action. His detailed, if inconsistent, modeling of musculature and attitudes reveals the
profits of his contemporary efforts to design a Monument to Laborers — a task that sent
him to multiple cities in the French countryside to study working conditions and laboring
types — and which had already paid off with his rendering of the Boussingault peasant.

On the face of the exedra, to Alphand’s right, Dalou portrayed a series of
gardening men (fig. 3.21). At the outside edge of the composition, a group of five works
together in an effort to lay sod. One man faces away from the center and digs while a
second man, oriented towards the middle of the monument, bends over with a rectangular
piece of turf in his hands. Behind these two figures, an older man with a large head

frowns as he looks down to his left hand where he holds a watering pail. Another older

1% Weber, The Theory of Social and Economic Organization.
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man wearing a hat seems to be spealith the watepail worker. Afifth figure, who

carries a sack over his right shoulder, leans his head intedbp.dn this vignette, the

three men whose clothing is visible all wear baggy work shirts with rolled sleeves. Their
forearms are thick, but the musculature igefined. Dalou echoes this corporeal

treatment in the saegarrier whose heavy shlderslack the delineations thatould
highlightthe contours of the deltoid muscle.

Adjoining this group of figures is a series of smaller groups or individuals
engaged in other planting tasks. An older bearded man carries a wicker basket holding a
young tree. Falrom a Herculean laborer, the maeeds to lean back abdlancehis
load against his legs as he inches forwadddxt to him ashirtless man advances a
wheelbarrow into a deeper plane of relief. Unlike his handling of thdigoces, Dalou
carefully modéed this manOs anatomy. He visually stressed the V of higefigled
triceps and highlighted other muscular nuances.

Dalou continued his method of mixing groups and individuals on thesie
side of the composition whelaborers engageuilding and pvingtasks(fig. 3.2).

Emerging from the center of the monumdatir men in varying degrees of relief carry a

beam on their right shoulders and maird the depth of the exedra. In front of thean

man with rolled sleeves brings his hammer down while a mialgiésl figure next to him

stirs cement. Such scenes continue to the edge of the composition where a worker holds a
trowel over a wheelbarrow as he stands next to hastily arranged pile of Bisokgh
thegardeningcomposition on the opposite side, the arrangement of builders includes the

young and the old, the bearded and the emvenandthe strong and the struggling.



These figure were not the first Naturalistyle laborers in Europe@ public
monumentsln addition to Dalou, who had already treateddagsanand housepainten
a similar mannerin 188283 theltalianVincenzoVela had executedMaturalist
memorial to workers lost in the struction of the Gotthard Pa@iy. 3.23).
Additionally, ConstantinMeunierexecutedeveral projects that aggrandized the modern
laborerin a similar formal styléfig. 3.24). Neither Meunier nor Vela, however, place
hisworkers in conversation with other strata of socayDalou does here&m the
Leclaire Moreover, both Vela and Meunigrerhapsinintentionally reinforce the
workersO distance from the dominant bourgeinigteeir efforts toevoke a certain
amount of sentimentality and compassiontfair subjectsDalouOs 1890s monurtsh
and specifically the Alphanand Leclairegroups Barenovel in the manner thétey
evacuatesentimentaty and physical separatipaven as they manifest the modern
conditions ofsocial difference

Dreyfous argued that the finishétphandreliefs did not achieve the same depth
and strength of representation as Dal@s@ssse.'*® Other critics concurred that the
formal treatment was not up to DalouOs normal standard. MBericaisonsuggested
that as a wholghe monumentri®a pas la meme libertZ meme franchise que plusieurs
autres, sorties de la menmasin.3*° Dreyfous largely blamed the state of Dalou®s health,
thoughthe stone surface of the monumenpéshaps as muabf afactor.*** Not only is
the material noas revealing as bronze or marbleuld have been in manifesting the

nuances of DalouOs prograhis also one with which Dalou was less experientae

199 preyfous,Dalou, 168.
1% pemaison, OM. DALOU,O 44. ODoes not have the same libesgitaelirectness as
many others that the same artistOs hand produced.O
1 preyfous, ODalou inconnu,0 72.
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rationale for the sculptorOsoikion to use stone is unclear. That sthid,materialOs
evocationof FranceOs stormrving traditionthe practitioners of whicBalou had cited
as his example of ideal medieval laborers, provides an appeatisibility.'*?

Despite theseriticisms commentatorancluding Demaisoninsisted on the
innovation of the formal arrangement and the directogtisegroup.*** Louis de
Meurville offered similar accolades for the monumentOs originality, describing the
arrangement as novel and ingenious in its simplicity, eloquence, and rEélimnall
the praise of DalouOs new conception of a realist monumental composition, critics seem
to have largelypverlookedhe bench at the back of the exedra.

For formal reasonghe site of installation had gileased both Dalou and
FormigZ. Thenonumentommitteehad other priorities, seeming to im@reconcerned
with the programmatic perspective that émsemble wouldiacilitate.**> At thegroupOs
inaugurationn 1899 Mesureurdeclared that from his place on the monumaighand
could @ontempler la e de Pierre sans limite et les perspectisans fin de son Bois de
prZdilection.3® Thebenchat the back of the monumeaitowedviewersa similar
perspective taonsiderthe plannerOs Partet this vision of the democratized capital

reveals onlya bourgeois quartesindsite of leisure isolated from the working class

neighborhoods to the east of the city and beyond the municipal limits.

12 gee chapter 4, note 3.
13 Demaison, OM. Dalou,0 44.
14 De Meurville, ODiuvrede Jules Dalou,*d 21.
3 preyfous,Dalou, 166.
18 Miscours de M. G. Mesaur, PrZsident du Comj@inauguration du Monument
ZlevZ ~ ALPHAND par ses Amis et ses Admirateurs avec le concours de la Ville de Paris,
du DZpartement de la Seine, et de IOEtat, Le 14 DZcembr®18@ntemplate the city
of stone without any obstruoh as well as the unending perspectives of his favorite
forest.O
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The Alphand Monument echoes many of the structural inconsistencies between
the social ideals of the left and thecsl realities of the Republitat plagued effostto
bridge thegap betweemorkers and the bourgeoisiehe formal program seems to image
the seemingly ideal division of labor that would produce social solidarity and class
cohesion, but as Demaison s, the executiobelies this effecbecause the figures of
the three distindiersdo not manifest trulyntimateconnections.*!’ The barriers in the
compositionparallelthe circumstancesf the neighboring bourgeoigpberearound the
monument. Ostensiblyhe bench offers a view of the Paris that Alphand and his
collaborator®the manual wrkers included democratizedThe actual vistahowever
are ones that capture an areaufural difference where the new buildings, homes, and
population of theenue du Bois de Boulogne demonstrate the social separation of the
working class and the bourgeoisie.

In many waysthis inconsistency between the realitycte#fss divisiorandthe
rhetoric of class harmony has echoes in the front oftisembleDalouOmanual
laborers entered trmonumentaknvironment of modern Pai3a sphere that had largely
been reserved for kings, aristocrats, politicians, martyrs, and the heroes of the new
republican meritocraclbut theirtertiary positionin the compositio®s ierarchy

sugges a limited claimto the ceremonial space.

Each of the men ithe Boussingault, Leclaire, and4lphand ensembles manifest
an expression daboring dealism yetthe disparity in their social positions atie types

of work that aggrandize thesuggests an inconsistent masculine idéédereas the

117 pemaison, OM. Dalou,O 44.
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popular heroes of the 1880s communicated an idea of French identity connected to the
revolutionary traditionwhichallowedthem to transcend class barriers, the ambiguity
betweenhe typesof the 1890digures insist on class difference and inconsistent
constructions of masculinity. Even with rhetoric and social concerns that sought to forge
class harmony, thendercurrents of tension, the naivety of certain sociological
extrapolaibns, and the dissonance between the rhetoric and the reality expasg afli
contradictionghat undercuthe figures@bility to serveas exemplars of the nationOs
virtue

DalouOs new aesthetic also proves less than totally successful in expressing
cultural values and representing the worker as the nationOs representative man. Beyond
the social questions thahiftedthe definition of productive labor and divested it among a
series of distinct types, the focus of Dalop@3stivist styleincorporated acientific
approach to revealing cultural realities and policies. This was a new goal for public
sculpture, whicthadtraditionallyexplored the sphere of idealthe exacting detail and
Naturalism atimes prevented DalouOs works from successfully engkgier themes
When they did, they often exposed social contradictions and necessitated compositions
that offered an unconvincing vision of worldly realities.

In the last years of his life, Dalou continued to refine his social and formal ideas.
In his dtimate plans for &Monument to Laborerandin his Grand Paysanheoffered a
completely new visual ide#that seems to manifest a maturation and consideration of the
aesthetic lessons he learned in the early 1890s grohpformal inconsistenciesf the
BoussingaultLeclaire, andAlphand however, are dynamic evidence of the sculptorOs

engagement with his time. DalouOs monumentgxpaseormal and social
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ambivalence, equivocation, and ambiguity reveahtbdern experience in the way that

many lived the period®asa moment of profound uncertainty.
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Gendering Modernity/Modernizing Masculinity

Four years before his 1902 deaffalou wrote in his journal J® crois avoir enfin
trouvZ le monument aux aters que jeherche depuis 188La disposition gZnZrale
tiendrait de 10insigne de Prigpdhe mark of that Greek goah oversizedumescent
phallus certainly influence®alouOinal model, yethe complete ensemblefar more
than a simple phallic column medatglorify the power of the workemsteadthe
programrevealsthe culmination ofhe sculptorOs decadeg search for a nesculptural
idiom that couldoffer a vision ofvirility in the modern agedn this project, Dalou
attempted twperate in g@urely scientific visual language through whichwweuld
communicatel 890s realitieslong withuniversalidealsabout man irthe age of progress.
The juxtaposition of the modef theMonument to Laborerandthe Grand Paysana
contemporary statue modelednuch the same spiritanifests the sculptorOs departure
from customay modes of visual expressidaxploringsymbols of masculinpowerand
industrialprowessDaloutested the limits of thiggurative monument tradition, engaging
social, culturgland irdustrial contradictions that marked the dawn of the twentieth

century.

! Dalou, 15 March, 1898, cited in DreyfolBalou, 256. Obelieve that | have finally
found the form of the Monument to Laborers for which I have been searching since 1889.
Its general character will be the sign of Priafus
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Despite his commitment to the project, Dalou was never successful in finding
external support in order to erect the monument — nor was he particularly active in
seeking it. Nevertheless, in 1898 — four years before his death — Dalou cast his final
thoughts for the ensemble in plaster (fig. 4.1). The model proposed a thirty-meter tall,
tapering, cylindrical column with chains of workers’ tools in low relief ornamenting its
sides. Naturalist representations of laborers encircle the pillar’s base in a series of niches
that sit above the square plinth that supports the central column. On each side of the base,
Dalou inset a relief depicting the quotidian efforts of workers of diverse genres —
highlighting metallurgical, rural, marine, and factory laborers. The decorative program,
composed exclusively of realist motifs, manifests the sculptor’s unwavering commitment
to worldly ornamentation, which denies the socio-political flexibility that allegory offered
in ensembles like the Triumph of the Republic

By the time Dalou cast this ultimate vision for the model in 1898, he had already
revealed his efforts to sculpt with a new formal style in a series of monuments designed
earlier in the decade. His mission to rid his ceuvre of allegories took shape — with varying
degrees of success — in the BoussingaultLeclaire and Alphandgroups.® In each of these
projects, the mandates of commissions constrained the sculptor’s ability to concentrate
exclusively on the laborer. Moreover, his formal experiments exposed the aesthetic
tensions between positivist visual programs and the representation of broad cultural
ideologies. The Monument to Laborersn the other hand, was atypical in that Dalou
could operate without committee interference, the restrictions enforced by a

predetermined location, and the narrative themes that biographies specified. In many

2 On Dalou’s objection to allegory see: Roujon, “Preface,” vii; Dreyfous, Dalou, 249;
Chapter 3 of this project.

176



ways this independence makes the project most similar tdribenph of the Republic
ard FraternitZasavisual expression of the sculptorOs psyche and attitudes towards both
society and monumentality.

Before he cald envision his Priapic towegDalouneeded telarify hisown
attitudestowardswork and sculpture in the modern eRoujon dscribes thenfluence of
the cult of themedievalcraftsman in theculptorOmitial approactto representing the
newage He writes that Dalou:

tendit la main aux artisans du Moyen %oge, aux tailleurs de

Pierre du soubassement dOAmiens, aux tumbiers

bourguignons, “ tous ces imagiers anonymes de la vieille

France qui sculptaient aux porches des cathZdrales le drame

sublime du travail et |OZternel posme de la vie. Il se sentit

leur hZritier IZgitimé.
Beyond signifyinga formal shift away from the dd-Baroque exuberance that inflected
the sculptorCRomantic spiriand 1880s monumenthis medievalisnresponds t@n
internationalinterest in prandustrial societie®especially as itesonated withithe
contemporary discourse of workiatpsscircumstancesnd national identities-or
instancePBritish critics such as John Ruskin and William Marrgth whom Dalou was
familiar from his Londorperiod, argued thah a premodern era man pursued and
enjoyed his labors outside of the degradation odeno civilization and its structurés.

In turn-of-the-centuryFrance, Laura Morowitz notes, there had been Oa chauvinistic

reclaiming of the Middle Ages,O through which Frenchmen turned to the medieval past to

% Roujon, OPreface,O viii. Oexteridstiandto the artisans of the Middle Ages, the
stonecutters who were the foundations of Amiens, to tigiBlian Otumbiers,O to all
the anonymous image makers of old France who sculpted the sublime work and the
eternal poem of life on the porches of her cathedrals. He believed himself to be their
legitimate heitO

* DonovanWilliams Morris and the Societpifthe Protection of Ancient Buildingd.7;
Harvey Jon Pres#rt, Enterprise and Ethic208.



find Onational symbols whose origins, ingiraand achievements came to be
championed for a variety of political purposes and from a host of perspectives.O

Like Dalou,AugusteRodinhad a profound interest ihg work of Gothiartiss.
He wadlessinterested in them as part of a polemic exploration of modesnig
examples of ideal workers, but instead as icons of innocent artistry.-Kikduysmans
and many of the fiudle-siecle avantgarde Rodincredited their attitudes, thoughts, and
haeveZ charman® for ennobling FranceOs Gothic cathedrals with a benevolent spirit
thatmanifested theonnection between ideas and’art

DalouOsision, as Roujon tells it, is slightly different from that of Rododin
refers only to ihagierOPimagemakersPas exemplars of men who creatdukfs
dOluvreby culling inspiration fronthe elevated realm of ided3alou, on the other hand,
groups thémagierswith a series oéirtisanswho sculptedde drame sublime du travail et
IOZternel poeme de la Y@F hedistinction is subtléut significant Theinvocation ofthe
stonecutters antimbiers as well as the sublime drama of waplgces DalouOs
emphasis on beauty as a product of labor

Calling on the pranodern medieval craftsman as his new modelhefideal
laborer Dalouengages a strain of anthoderndiscourse that rejectélde Bourgeois
RepublicOs calls for progreas well as itsedefinition of valuable work through
industrial structureRather than celebrating the modeamditionBwhat Bauélaire

described aghe ephemeral, the fugitive, [and] the contingéBalouOs rhetoric

® Laura Morowitz, OMedievalism, Classicism, and Nationalism: The Appropriation of the
FrenchPrimitifs in Turn-of-the-Century France,O Mationalism and FrencKisual

Culture, 225.

® Rodin,LOAI137.
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aggrandizes the manual tais and artisans of the Gothiatoedrals for creating FranceOs
most lasting and celebrated monumeénts.

This vision occasions potentialhroblematic intersectionsitli extremist parties
in France, whichiejected the Republic@sageof the modern age. For instandght-
wing nationalist parties, whose politics were often diametrically opposed to those of
Dalou on the firde-siecleOs mosioemic conflicts seized orpremodernand pre
Enlightenmentiscourseto amplify their nativist, atavistic, and organic doctrines.
DalouQOs refusal of certain modetnrents demonstrate neither the reactionary politics
commonly associated with amtiodernism and prottascist rhetoric, nor the inest in
colonial authenticitiegprimitivism, and classicisrthat embodied much of the artistic
exploration of these thezs® Instead, DalouOs antbdern ideasstrong republicanism,
and desire to be of his own era illustrate an alternative vision of the new age that
reconsiders the ideals of progress in a manner that questionsntionalinderstandings

of manOs place the industrial era.

In a departure from many of his efforts in the 1890s, Dateatechis plans for
the perspectivélonument to borerswithout the asistance of the architect Jean
Camille FormigZ. Working both as the architect and sculptor, Dalototaldontrol of

the ensemble, allowing him to assert it as his exclusive intellectual prédrity.

" BaudelaireThe Painter of Modern Lifel2.

8 See: Neil McWilliam, Action franeaise Classicism, and the Dilemmas of

Traditionalism in France, 19619140 inNationalism and French Visual Cultyr268

291. On onnections between afmodernity and primitivism see: Fred R. Myers,
Olntroduction to Part One: Around and About Modernity: Some Comments on Themes of
Primitivism and Modernism,O Antimodernism and Artistic Experience: Policing the
Boundaries of Moderty, 13-25.

® Dreyfous,Dalou, 250.
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independence may well have contributed to Dalou’s difficulties in finding an appropriate
architectonic design. After several iterations, including a first that Dreyfous describes as
“un peu ridicule,” Dalou only settled on the ultimate conception late in the decade. '

As Dreyfous notes, Dalou’s first effort for the monument was somewhat
nonsensical. In this initial plaster sketch (fig. 4.2), Dalou presented a peasant horseman
on a high base that itself rested on a series of steps. Around the plinth Dalou modeled
sixteen individual workers representing a variety of professions. Beneath these figures the
sculptor added a decorative fringe under which he sculpted a continuous frieze that
showcased the daily tasks of factory, farm, sea, and mine workers.

The monument’s architectonic configuration would have produced a peculiar
viewing environment, which would likely not have supported enlargement to a
monumental scale. To examine the horseman high above ground, the viewer would need
to maintain a distance that would limit his interaction with the complex ornamental
program that extolled a vision of universal manual labor. In approaching the monument
in order to attempt to investigate the revealing decorative sculpture — issues of
perspective would be problematic here — the viewer would lose sight of the horseman.
From this close proximity, he would have simply seen the underside of the animal and the
bottom of the peasant’s feet — hardly an image that triumphantly asserts the worker’s
heroism.

Despite the formal shortcomings of the initial effort, the ornamental program of
the horseman-peasant design manifests Dalou’s commitment to an unambiguous visual

celebration of laborers outside of the traditions of allegory. The exclusivity of a

19 1bid.
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decorative motifirawn from the worldly sphe@emonstrates Dalou@sdicationto such

a scientific visual language as early as 1B@0number of years before he used a similar
program in the_eclaire monument Througtout DalouOsnany shifts in formand ideas
about nodernity and theMonument to Laborers the next decadehiscombination of
standaloneworkers,quotidianreliefs andworkers toolsemained consiste throughout
the entire procesas the exclusiveecorativdanguagée

The novelornamentakystem notwithstandinghe generamotif of this design
revealsDalouOs struggle to break free from established monumenbtmdait its most
basic, this model operated within aguestriandiom that had reigned since antiquity.
Moreover,ConstantinMeunier had recently exhibitéds owneighty-four centimeter tall
worker themed equestrian stabkeOAbreuvoiDat the Brussels Expositidfriennalein
1890 MeunierQOs statue would go onto become a public monument in 1899 when it took a
place in the squarembiorix in Brusselqfig. 4.3) but its monumentalestinywas
implicit from its earliest exhibitiomvhen itwas shown a@notif dZcoratif pour un
abreuvoir publicd?

Though it relies on aaxtensive equestrian traditionaDuOs composition was not
entirely derivative of past examples. His plodding horse and humblewtesanay be
actively laboringbthe skethiness of the early design prevents a definitive reading of the
gesture of the peasantOs right oommunicatenone of the grandeur of the Bourbon
kings or even MeunierOs muscular, whrested, and ennobled modern peasant.

Nevertheless, Dalou@sncet failed toconnect with rodernity on its own terms,

1 Dreyfous,Dalou, 249. )
*2 Fontaine ConstantinMeunier 105. ODecorative motif for a public sculpture of a horse
at the trough.O
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offering instead a pointed rejoinder to existing monumental norms without suggesting a

new visual paradigm for the turn of the century.

While Dreyfous argues that Dalou began to tweak his design as early as 1891, not
until 1895 did a second plaster sketch reveal a significant change to the monumental
scheme."® In the interim, a number of factors conspired to alter Dalou’s vision of
modernity, the worker’s condition, and the role of art in an age of science. The
relationship that the sculptor developed with Doctor Paul Richer was among the most
significant.

Richer had begun his medical career as a student of the famed neurologist Jean-
Martin Charcot at the Salpetriére. Charcot and Richer shared an interest in the
relationship between art and medicine, specifically the visual representation of hysterics.
In 1887, the two men published Les DZmoniques dans IQartretrospective medical”
text, rich with anticlerical arguments, that explored the manifestation of the visual signs
of nervous disorders in Renaissance and Baroque renderings of Christian supernatural
episodes.'* The two men also employed art as a modern investigative tool in a process
during which Richer made sketches after patients who were in the midst of hysteric

episodes with Charcot subsequently using the visual evidence to confirm his diagnoses."

" Dreyfous, Dalou, 251-2. During these years Dalou also modeled a modified version of
the peasant-horseman monument that he conceived as a monument to the paysan- a
project that relates to, but is distinct from, the overall monument to laborers.

'* J. Charcot and Richer, Les DZmoniques dans IQ&bldstein, “Hysteric Diagnosis,”
234-6. Goldstein attributes the term “retrospective medicine” to Emile Littré and notes
that Charcot and Richer cite Littré’s article 1869 article “Un Fragment de médecine
rétrospective,” from Philosophie positivén Les DZmoniques

15 Silverman, Art Nouveau in Firde-Siscle France 100.
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In addition to his medical caredicherwasalsoan accomplished sculptor who
exhibited in the PariSalonsof thelate nineteenth centur After severasubmissions to
the national exhibition the second half of thHE880s thedoctor earned his first official
recognitionfor his Le Faucheur in 1889 Thejury awarded himan honorable mentidior
this plaster representation of a reapénichthe Statehenbought and installed in the
MusZedes Beawdrts in Chartre®the doctorOs native cifyccording to his
unpublished memoiRicher believd that Dalou was influential in the jury®s decigion.
DalouO#ack of a position on the year@alon jury howeverclouds the details of his
involvement'® That said Dalouwould likely have been drawn to RicherOsesuthis well
as to the artistOs Naturalist formal style may alsdavefelt a type of kinship to the
doctorbecauséhey slared amutual friend in Charcdt Because of these affinities,
Dalousurely could havexerted pressure on theciding bodythrough various channgls
but no concrete evidence seems to exitsth woulddocumentisintercession

RicherOmemoirsreveal thahe, surprisingly,did not know Dalouat the timehe
exhibitedLe Faucheur.?® The very formatone and content of two extant letters that

Dalou sent Richer in June of 1890 and April 188&ms t@onfirmthat their friendship

18 pierre Sanchekzes Catalogues des Salons, volumes IDXXI and Gaste Dugnat@ss

Catalogues des Salons de la Société Nationale des Beaux-Arts, Volumes VI, provide an
invaluable resource for research into the Paris Salons of the nineteenth century and early
twentiethcentury.

7 Richer,Mémoires, 37.

18 |t appears that after a disastrous turn as a juror in 1884, when his critiques were cited as
the reason for at least one sculptorOs suicide, Dalou never again participated as a member
of the jury of theSociété des artistes frangais. Seg Alexis AndrZ Souvenirs, 55,

Archives du MusZe dOOrsay.

91n addition to occasionally joining the group of libkartists, statesmen, writers, and

savants at the doctorOs weekly Salon, Dalou studied Charcot in order to model an

intimate bust for the Salon of 1888eeLa Lecon de Charcot, 32, 39; LarsonThe Dark

Side of Nature, 145

20 Richer,Memoirs, 37.
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did not start — or perhaps did not blossom — until at least the middle of 1891.*' Richer’s
exhibition decisions in the first years of the decade also appear to validate this timeline.**
Given that they both occasionally attended Charcot’s Salons in the 1880s their lack of
acquaintanceship is unexpected. Moreover, it contradicts the existing art historical
understanding of their liaison.

Dreyfous notes their close friendship but — perhaps in an effort to portray Dalou
as an independent genius — never suggests that Richer may have had an influence on the
sculptor, hardly mentioning Richer’s artistic career at all. This scholarly narrative has
continued in the twentieth century, typically minimizing Richer’s sculptural talents. Often
scholars simply label him as Dalou’s student. The accounts that do credit Richer for
encouraging Dalou to choose rural subjects in the 1890s habitually ignore the doctor’s
independent volition to begin sculpting before he met Dalou.”

Evidence of the later beginning of their friendship, and an acknowledgement of
Richer’s independent theories on art, compels a reconsideration of the exchange of
philosophical, artistic, and social influences between the two men. By the time Dalou and
Richer became friendly, the doctor was well-established in artistic circles both for his
sculpture and his writings that followed LesDZmoniquesHis 1890 Anatomie Artistique
for instance, offered a new guide for the representation of canonical bodies that emerged

from Richer’s dual medical and artistic studies. The essays and drawings in Anatomie

*! Dalou to Richer, 30 June 1890, and 1 April 1891. Archives du Musée du Louvre, S*°,
AimZJules DALOU

22 1n 1890 and 1891 Richer continued to exhibit at with the SociZtZ des artistes franeais
which Dalou had left in 1890 to reform the Société Nationale des Beaux-Arts, following
Ernest Meissonier, Puvis de Chavannes, and others. Richer says that it was Dalou’s
counsel that prompted him to submit his sculptures to the Salon of the Nationalein 1892
and 1893. Richer, MZmoires39.

23 Durey, “Le Réalisme,” 365.
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contributed tathe development ahodernmorphologybtheinvestigation of the bodyOs
exterior formsbthatRicher said could be used@econstituer la synthesd* Whereas
typical anatomical text®boththose fordoctors and for artis®focused on the inert
body or cadaer, RicherOs study focused on the active hodierthe effecs of
movementHe argued that theketches that makup the morphology sectiomqvide the
necessary visual and textual informatiorhédp artistpreciselyrenderthepose®rather
than the peopl®that theychose tadepict®

Critics of RicherO&natomienotedthat artists must be wary af overreliance on
therules that the doctor advanced in hi®k ToJeanLZonGZr™mavho wrotedirectly
to Richer in 1892, the doctorOs sttitheatened tonake art toscientificandthreatened
to producenorksof artwith no individualityor vivacity.?® Though Richer addressed
GZr™meQs criticisms by notinghifsatanonof forms and meemens was nothing more
than a scientific lastractionba guide and a standard from which artists must diverge
his later 1890s studies suggest that he understoqubtbrtialshortcoming osome of
his original proposition8’

In the following yearsRicherOs studigsew to include physiological and
anthropological dimensions that reflected nineteeetiitury trends in evolutionagnd
socialtheory Believingthat a personOs circumstaPspecifically hismilieu Dinformed

the development and propiors of his body type, Richer incorporated a new set of

24 Richer, @vertissement,O inatomie Artistiqugevii-xv. OReconstitute the synthesis.O
Ibid., xiii.

% Richer reproduces both GZr™meOs letter and his response in their entiratairi-the

Proposto hisCanon des proportions du corps humain

2’ Richer, ©@®Anatomie dans IOart, Proportions du corps humain, canons artistiques, et

canons scientifiques,O extrait d®&vue Scientifique7-38.
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investigations.”® He cast aside his scrutiny of the ideal type to explore bodily differences
— for example those between men and women, the old and the young, the sedentary and
the active, or the sick and the healthy. He counseled artists to do the same: “Sortez
parfois de votre réve,” he wrote, “c’est dans le milieu qui vous entoure autant qu’en vous-
mémes que vous trouvez les formules de I’art nouveau.”’

This style of inquiry advanced a vision of modern art far removed from the
growing Symbolist currents of the 1890s. Rather than address the pressures of modernity
through a call to individualism and subjective representations, Richer’s argument took the
opposite tact. It called on science to show concrete truths that should inspire artists, a call
that directly confronted the Symbolist belief of science as tool to unlock invisible
realities.

Richer’s call to arms also invoked a larger discourse about the role of the artist in
the modern age, something that acutely impacted Dalou as a maker of public monuments.
The leaders of the Bourgeois Republic widely assumed that the fin de si¢cle was an age
that progress and science defined. The pursuit of such knowledge threatened art’s
position as a communicator of cultural values, especially with moves towards more
subjective aesthetics. Ernest Renan even predicted that the entrenchment of the new age
would lead to the disappearance of “grand art.” To these ends, in 1876 he wrote:

Le progres de I’humanité n’est aucune fagon un progres
esthétique. La nature atteint son but par la vertu, par I’art,

par la science, surtout par la science. Il viendra peut-étre un
temps (nous voyons poindre ce jour) ou un grand artiste, un

*% Philippe Comar, “Une lecon d’anatomie a I’Ecole des beaux-arts,” in Figures du corps,
Une lecon d’anatomie a I’Ecole des beaux-arts, 57.

%% Richer, “L’ Anatomie dans I’art, Proportions du corps humain,” 39. “From time to time
you must leave the realm of dreams. It is in the environments that surround you as much
as in yourselves that you will find the formulas for art.”
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homme vertueux seront chgséeillies, presque inutiles

le savant, au contraire, vaudra toujours de plus en plus. La

beautZ dispara’tra presque ~ |@@wment de la science

mais |Oagrandissement de la science et du pouvoir de

IOGhomme sont de belles choses &fissi.
Richer was welaware of RenanOs predictifreguently citingit in various speches and
texts.At a certain level he agreed with the philosopherOs evaluation of the age. He
recognizedhefundamentatole ofscience ang@rogressn society,acknowledginghat
their adrances led to many circumstances whreeehinehadtaken the place of man
He even seems to support RenanQOs claim that the extension of sciéndesrial
power were in fact ObelleioseODespite similar evaluains of the modern
circumstanceRicher refugd the opposition that Renan declabetiveen science and art,
and more specifically thevant and the artist.

Speaking at adssociation frangaise pour I’avancement des sciences conference

in 1893 Richer formally rejected RenanOs assedimtaring

ICart nOest point appelZ " dispara’tre devant le progres

scientifique. Je pense au contraire E quOil doit trouver dans

la science son plus ferme appui, ses plus puissants motifs
de renouveau et ses varies causes dOZternelle jebhesse.

30 Renanpialogues et fragments philosophiques, 84-85. OThe progress of humanity is in

no respect an aesthetic progress. Nature achieves its goals through virtue, art, and
science, especially science. There will come a time, perhaps (we see thatvdaygy)

when an artist, the virtuous man, will be antiquated and almost useless. The savant, by
contrast, will be worth more and more. Beauty will almost disappear under the advent of
science, but the growth of science and the power of man will be he#hitigs as well.O

31 Richer, @®Anatomie dans I0art, Proportions du corps hi®n@ifrt is hardly called to
disappear before scientific progress. Instead, | think it must find in science its strongest
support, its most powerful motifs of renewal and thgad reasons for its eternal youth
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Science, to Richer, took the goal of instruction as its mis€arthe other hand, Art
could free itself from such utilitarian constraints so that it could pursue the representation
of anideal®

Richer developed these ideas in a number of visual psajethe first years of
the 1890s. Whilg¢he slightly mannered movements of tReemier Artiste (1890)(fig.
4.4),demonstrates some of the shortcomings of an over reliance on the morphological
texts, subsequent sculptures and statyettelsiding thosehat Richer sent to thgalon
of theSociété Nationales des Artistes Francais in 1892 demonstrate a more nuanced
balance between art and sciensecording to RicherOs memoirs, he had sculpted these
five statuette® a sower, a blacksmith, a reafig. 4.5), a lumberjack, and a laborer
during his \acation the previous summer while was thinking of his forthcoming study
into physiology®® The manner in which theiversity of theworkersXaily tasls marks
RicherOs representatiortiéir forms,musculatire, and attitudes anticipatesproject

that Dalou would begin in the summer of 1894

In the yeaiafterthedoctor exhibitedhese statuetteBalou and Richeshared a
bond thatikely depended more on personal affinity than professional influenééayn
of 1893 Dalou suffered a serious illness that ke bedridden for almost twanonths.
Richer frequently attended DalouOs bedsid®ccasion sitting iduringthe sculptorOs

meetings with other doctor$ln addition to the physical symptortisat would endure for

%2 bid., 3940.

¥ Richer,Mémoires, 40.

34 At the end of May 1893 a team of doctors diagnosed Dalou witauanatic fevePa
condition that affects a patientOs heart, joints, skin, and Orathe first of June the
condition left Dalou with limited sensation in his left arm and a feeling of paralysis in his
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the sculptor’s remaining years, the illness had a profound impact on Dalou’s psyche.
Because he had so often worked without significant remuneration — instead donating his
time to causes in which he believed — Dalou became constantly worried about the
financial position in which he would leave his wife and daughter after his death.’ The
lingering effects of the illness, fears of his own mortality, and the added financial stress
seriously affected Dalou’s attitudes towards his own existence and the modern
experience.

In the summer of 1894 his fragile health led Dalou to spend three months in the
French countryside in the small town of Grenonvilliers, near Orsay. This was not the first
time Dalou ventured to rural France. In 1891 he had spent nearly two weeks in a
Normand port town near Sainte-Adresse; a year later he spent a fortnight in the Lorraine
city of Toul with his friend Albert Liouville. After recovering from his illness in 1893,
Dalou again spent a short time in the country. These initial trips informed his earliest
decorative efforts for the Monument to Laborers. Dalou made sketches and took notes
about the metalworkers (in Toul) and marine laborers (in Normandy), which he used as
research for his monument. The sculptor remarked on the physical qualities of the
laborers’ efforts, their frank gestures, and their attitudes — which he called sculptural.36

The 1894 trip was fundamentally different. These three months were the most

extensive time Dalou spent in rural France, and the first time he developed relationships

right leg. Three weeks later he suffered what he described as a “violente congestion au
cerveau,” that affected his vision for at least a year. Dalou’s petits carnets 17 May 1894-
21 June 1894, as reported by Dreyfous, Dalou, 152-3.

*Tbid., 222.

*Tbid., 251.
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with the nation®s peasanthAccording to DreyfousDalou enjoyed immensely his
sojournin Grenonvilliers both as a break from the pressures of Rarisasa turning
pointfor hisvision of modernity and its reianship to workers?

Using a methodimilar to thatwhich Richer employed for hi$892statuettes
Daloubegan tanodel in clayduring his1894vacation®® This allowedhim to prepare
preliminary models with the natural movements and attitudbasetibjectdresh in his
mind. When he occasionally returned to Paris throughout the summer, he would hire a
model to assume some of the pbe had seen @renonvilliers executingnore
polished terra cottatatuettesn his studid'® At some pointuring hat yea® perhaps
during the vacatio® Dalou also began to incorporate phatgahy into his research
method™ This ishardlya surprisegiventhat DalouOs contemporariEsicluding Rodin
and Edgar DegaBwere wellversed in uses of the mediubut thetiming againsuggests
the influence oRicherwho had beguro incorporatephotogrghy in hisSalpetriere
studioDbothfor his art and medical studi&sn 1893*

The new investigative methods and formal techniques that Dalou refined in
Grenonvilliersfound visual expression in a seried@fra cottestatuettes thdte modeled
during and shortly after his vacation. Thesadiesmake upthe majority of the Dalou

collection conserved at thetit Palais, andare themodels for a series of pthumoulky-

%7 |bid., 25%12.

% |bid., 2545.

% |bid., 252.

9 |bid.

“L A private collection conserved under the direction of the Petit Palais coalimiost

fifty of photographic images, organized under the rubBioéddmentation photographique
de Dalou pour le monument atravailleursO This font includes at least one
photographic post card, as well as a host of posed and candid shots documenting the
labors of minersfieldworkers, seamen, and other workers

2 Richer,MZmoires 40-41.

19C



cast bronzes that have defined Dalou’s place in the art markets of the twentieth century.
In their 1890s context, however, they reveal the sculptor’s Naturalist methodology along
with his concern for capturing the physiological and psychological effects of workers in
motion. Hunisak notes that they communicate an “urgency and sculptural vigor” beyond
anything else in the artist’s ceuvre.” An early-twentieth-century photographer reportedly
claimed that she saw one moving.**

A look at a series of statuettes that demonstrate steps in the grain or hay baling
process is revealing. The first shows a woman who gathers a bundle of grain (fig. 4.6).
The abundance of the crop seems to overwhelm her as she leans over the pile. Her body
zigs and zags — the legs bend forward from the ankle, backwards at the knees and forward
again through her waist and torso. The cut stalks extend beyond her frame, threatening to
fall from her reach. Wielding a small tool in her right hand, she hooks the bottom of her
bundle while she drives her left hand into the bale. She pushes and pulls at the gathering
crop, compressing it, straining to add more stalks, seemingly hoping to keep it orderly
enough to allow her to lift it smoothly.

Dalou captures a sense of her physical exertion by briefly detailing the distended
veins of her right arm. In addition to this somewhat conventional trope, Dalou hones in
on the effect of effort by adding a piece of clay to the top of the left forearm. This bulge,
which the sculptor did not fully integrate with the rest of the arm — perhaps added after
the initial modeling — emphasizes the movement of the woman’s wrist and the resultant
animation of her musculature. Dalou augments this image of strain by tilting her body to

the left. In a full-scale sculpture, the angle would unbalance the composition. Here, it

*> Hunisak, The Sculptor Jules Dalo@35.
* Dreyfous, “Dalou inconnu,” 77.
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capures the fleeting moment whéer entiredbody contortsto gain more leverager
lifting thebale

A second statuette images a madételeur(fig. 4.7) working the samgob but
with athoroughly differengttitude and effortRather than bent over at the waist, this
figure gathers his crop from his knees. The pile is significantly less abundant and he
emits a far calmer formal energy. Whiles foream bulgedike that of the straining
woman his languid action suggests that this is one of many bales he will gather. The
mannerednusculature of the manOs back contendshise repeated movements have
shaped his bodylo convey the rising of the shoelr blades, which result from the
position and activation of theotteleu®s arms, Dalouodeleda deep line don the
middle of the manQOs back, emphasitiiegowerpositionof hisvertebraeAt the top of
this crevasse, Dalou concentrated further atterin small corporeal detalils,
highlighting themovemenbf the shoulders.

A third terra cottdfig. 4.8) appears to demonstrate the next step in the process.
Rather than gathimg the crop, the woman hunches, huggimgbundle that she prepares
to lift. Her torso folds over the grain, her right arm grasping her crop from behind while
her left arm bulges as it reaches over the top. The moment thatdaplowess na her
actually lifting the pilebut instead the pae before the action. Head cocked to the side
and mouth agape, the womajppears to be inhalifgefore the next moment of her strain.
Dalou insists on thigistantthrough thearrangement of the bodyhe combination of a
slight bend in the knee, the foawd position of her hips, and the lack of arch in her back

deny the possibility that she is already motion.
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Dalou, who believed that artists should not show their sketches, would likely be
put off at such a detailed analysis of these terra cottas, and it is important to not treat
these statuettes as an expression the artist’s formal style.* They demonstrate Dalou’s
attention to minute details that capture the physical efforts of labor as well as different
psychological states involved in the process. The first shows the complete exertion
necessary for the task, the second manifests a type of ennui that develops from the
repetition, and the third highlights a stolen moment of respite and a suggestion of labor’s
toll. Dreyfous argues that Dalou was not sure how these works would operate in his
ultimate monument, thinking of them only as physical and psychological studies.*
Despite no apparent public plans for these terra cottas, Dalou continued to develop

similar statuettes and more polished small statues in the next years.

Dalou’s observation and meditations on these laborers in Grenonvilliers informed
more than just his formal approach. Hunisak writes that the contrast between the rural
workers’ dignity and the “artifice” of the artist’s trade struck Dalou.*” In fact, he returned
to the capital with a new attitude towards his native city. Writing in his journal upon his
arrival in Paris on 12 October 1894 he noted:

Retour de la campagne ! laquelle m’a bien profité, aussi
bien au moral qu’au physique. Je viens de passer la trois
mois magnifiques, non pour le temps qu’il a fait ... mais
pour la paix que j’y ai savourée et le charme profond de la

nature.... Que de belles choses a faire la. Combien la vie de
Paris me semble cruelle et insupportable.*®

4 Dreyfous, Dalou, 62, 252.

“ Ibid., 252.

*" Hunisak, The Sculptor Jules Dalou, 238.

8 Dalou, Petits carnet, 12 October 1894, Cited in Dreyfous, 223. “Return from the
countryside! Oh how I benefited from it, both in terms of my morale and my physical
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Thisis a fairly startling reconsideratioof the city for which Dalou had so longed while
in London andvhose traditional iconse had presented as the lifeblood of the nation in
Triumph of the Republic

Much of DalouOs attitude must emerge fronméesi to accept a nimar of
commissios solely to ensure his familyOs financial/eoty. Theclash between his
yearning tchonorworkers whose simple dignity he admireahdhis need t@xecute
private commissions fgrofit surelytroubledthe artist. Indeed, Heund himsé# at a
clichZd crossroads betweaesthetiqrinciples and capitalist needs, between a desire to
createand producing for desireBecause of financial choices he had made throughout
the 1880s, in the last decade of his life Dadtruggled to maintain #type of autonomy
he had previously associated with ideal labor

ThesculptorOs disillusionment with Paris likely asammed from thgrowing
disconnectbetween Francefaditions and its modern experiences, wtibhallenged
theconventionalole of monuments in the fiile-siecle capital, threateningis legacy
Western culture hagpically looked to monuments as permanent, qualggious icons,
functioning in a sphere removed from the ephemerality of everyday experféBgethe
end of the 189s,Dalou seems aware of tfgotential)fallacy of this promise.
Commenting on AlberBartholomZOdonument aux mortat Pere LachaisgDalou

reportedly noted" @Dabri des passions humaines, des fluctuations politiques, ce beau

health. I just had three fantastic months, not for the weather, but for the peace that I could
savor and the pfound charm of nature. Nothing but wonderful things to do. Life in Paris
seems cruel and unmanageable.O

9 SavageMonument Wars6-7.
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morcea " toutes les chancete durZe. La stupiditZ seule saurait [Oattetiiis

echoes quotes Dalagave Philippe Dubois in 1898ith regards to th&/onument to
Laborers. Citing Proudhof®s attitudes about modernity and traditizaiou told the
journalist ®ien de ce quOon faitiintenant ne resterak LOart, comme le reste, doit se
transformer(* Dreyfous, who may well have had insight into the sculptor®s thoughts,
linked these sentiments with DalouOs fears about the future of his own morfiments

including the colossal group Kgtion.>?

With anxieties aboutnonumentsO viabilignd his fresh experiences in
Grenonvilliersin mind, Dalou spent the middle years of the 1890s reworking the
architectonic frame for hi&onument to Laborers. In this process Dalou turned to
ProudhonOs 1860s writings about the role of art and its future dir@t@osculptor
filled a page and a half dfis 1895 journal with quotes from the socialist theorigtds
principe de l'art et de sa destination sociale.®® On adjoining pagefalou sketched four
different images ofaborers working omuliverse tasks, indicating thlat was engaged
simultaneous with the text amtlde Laborers project

The overwhelmingnajority of the nine quotes that Dalou transcribed cites
ProudhonOs meditations on the OitealiO orefers to paragrapswhereit is the

writerOs central concefimong the selections that Dalootesis the philosopherOs basic

*0 Dreyfous,Dalou, 139. OEven with human passions and political fluctuations, this
beautiful piece has every chance ofitag Only stupidity would touch it.O

*1 Dubois, OChez Dalou.O ONothing that we make today will last. Art, like everything
else, must transform.O

°2 Dreyfous,Dalou, 139.

%3 AimZ-Jules Daloudlbum: notes manuscrites, Louvre, D.A.G. (fonds OrsdyRF 51873
folio 22 verso; 23 verso.
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definition of art as “Une représentation idéaliste de la nature et de nous-mémes, en vue du

% To best explicate the nuance

perfectionnement physique et moral de notre espéce.
between nature and the ideal, Proudhon noted that the ideal Frenchmen would be “la
notion ou type purement intelligible de I’homme francais; ce n’est ni Pierre, ni Paul, ni
Jacques, né en Provence, en Gascogne ou en Bretagne; c’est un étre fictive,” who could
manifest all the positive and negative characteristics that define the subject.”

Proudhon argued for a distinction between the artist and the philosopher with
regards to the ideal. Unlike the latter, whom Proudhon dissuaded from departing from a
very precise and rigorous discussion of nature’s realities in order to express its formulas,
Proudhon charged the artist with exciting viewers’ sensibilities through the expression of
nature’s ideals.”® Though the theorist’s subsequent discussion becomes muddled in his
efforts to nuance his vocabulary in a manner that allows for an artist to at once have
creative license while remaining tied to nature’s precepts, his text sets the stage for
subsequent discussions of the ideal in art within an age of positivist philosophy.

Paul Richer echoed theories similar to those of Proudhon in several texts,
including his 1895 preface to Physiologie artistique de I’homme en mouvement. He
wrote,

Mais n’oubliez jamais que I’art n’a point le méme but que
la science, qu’il n’est point chargé de nous instruire, qu’il

ne doit étre ni pratique ni utilitaire, et que sa mission est de
nous entrainer a sa suite, loin des déboires, des miséres ou

>* Archives du Petit Palais, Dalou, Carnets-Louvre. “An idealist representation of nature
and ourselves, in view of the physical and moral perfection of our species.”

>> Proudhon, “Du Principe de I’art est de sa destination sociale,” in Controverse sur
Courbet et I'utilité sociale de I’art, 49. “The notion or type purely intelligible of the
Frenchman; it is neither Pierre, nor Paul, nor Jacques, born in Provence, in Gascony, or in
Brittany; it is a fictive being.”

> Ibid., 53-4.
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des hontes de chaque jour, vers les hautes et pure rZgions
quOhabite I0idZ4l.

In these terms, theifference between science and art wiethe appropriate mods
representing atureOgealities The former requiregrecise formulas thaould illuminate
natureOs quotidian qualities and the latter reliédterpretive strategies thatould
express the dynamism it$ essential structureBalou echoed RicherOs timents in his
own words, telling Jean Tild, that art depended on the interpref@tionthe copyind®
of nature. He declaredCOedDesprit de la naturguil faut trouver, ~ sa fason, selon les
besoins de son sujet, et aussi ceux de son temps. ®&ff®cer dOen rendre strictement
la lettre est une erreur grossi<®®

Translating these standards into monurakfiotrm was far from straightforward.
DalouO#onument to Jean Leclairéor instance, relied too heavily on the scientific
precision of thenteraction between the employee and employer and therefore struggled
to communicate the fundamental valueSofidaritZand class harmony that could be
broadly applicableThe Monument to Laborergroject wasstill more complexPalou
sought to represettie ideal of what he called the modern cult. This was not simply the
task of finding a visual form faa type of social interaction, or interpretitig central
characteristics of a group of people who presented themselves in the natural world.

Instead, Dbbu wasintent on capturing the representation of an ideal that did not manifest

>’ Richer,Physiologie artistique de IDhomme en mouverén@But never forget that art
does not have the same goal as science, which is charged with instructing us, art has no
similar mission, it need not be practical or utilitarian, and its mission isdous, far

from the disapointments, the miseries or the shames of theyad&y, and raise us to the
pure regions of the ide@.

*8 Quoted in Jean Tild,G2nese dOun iuvr® 181. Olt is the spirit of nature which the

artist needs to find, in his way, acdmg to the needs of the subject and those of the era.
But to struggle to strictly render nature to the letter is a significant error.O



itself visually in the phenomenological sphere, but determined the nature of the world

itself.

In 1895 Dalou cast a second model of the monument (fig. 4.9) that demonstrates
the sculptor’s efforts to think in more grandiose forms. He transformed the original base
of the equestrian ensemble into a tall octagonal pillar. Relief sculptures of workers’ tools
intertwining up the eight sides heavily ornament the central pier, which sits on a multi-
tiered octagonal pedestal. At the base’s uppermost level, Dalou carved a series of niches
in which he installed sculptures of individual laborers. Each of these workers, who would
represent different trades, was to be two and a half meters tall. Below these workers,
Dalou covered a lower section of the plinth with a continuous frieze representing scenes
from their daily lives.

The sculptor’s formal precedent for developing his monument through an eight-
sided tower is vague. Dreyfous compares it to a victory column, but those that figured
prominently in French art historical discourse at the time — Trajan’s Column and the
Vendome Column — are both cylindrical.” There are a number of octagonal piers in the
cathedrals of northern France, but Dalou’s familiarity with any specific precedent is far
from clear.®’

Dreyfous suggests that Dalou was disappointed in the effort. The sculptor opined
that the model lacked simplicity and sobriety — a fair assessment given the visual

heaviness of the octagonal pier, which appears stunted under its plethora of edges and

> Dalou, Dreyfous 253.
% Bumpus, The cathedrals of northern Franc#.
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burdened by its decorative progr&hThe high relief othe worktool ornamentation,
andthe shallownesofthe workersO niches rentiesurfacebusyand conspicuous. The
layering of protrusions on the baseuld alsohaveplacel the friezes in shadows, which
would haveobscure their legibility.

Despitebeing a second architectorfalure, this model hintat the eventual form
and ornamentation of the ultimate conceptDalou rendered theiche figuresnore
clearlyandin a manner that reveals tfraits of his studies inGrenonvilliers That said,
the figuresdo nad correspond with any individual terra cotta that the sculptor modeled
during any of his vacationkstead, they represent the producanfamalgamation of
each studypan interpretation of the characteristics of the different types of laborers

The workes are a heterogeneogioup(fig. 4.10) Dreyfous them afe
puddleur, le cingleur, le dZbardeur, le boulanger, le paveur, la balayeuse, le scaphandrier,
le tonnelier, le tueur, le semeur, le charretier, le terrassier, le bardeur avec son cric, le
pscheur, le fort de la hall€¥? The variety of professiorendthe horizontality of the
arrangementsuggest a diversity of figurélsateach contributesquallyto the
representation atleal laborat the end of the centurgome of the figure®a butcher, a
baker, and a gardener, for instafzareboth geographically and temporalipiversal.
Laborers like thdisherman pre-date the modern currents, linglong to specific regions
of the nationFigures like the puddldimd their place on the monument excledy
within the history of industrialisiryettheir identities deny any regional specificiill

others weave their way in amdit of themodernnarrative. he paver, for instance,

®1 Dreyfous,Dalou, 254.

%2 |bid. OThe puddlethe firestriker, the stevedore, the baker, the paver, the sweeper, the
diver, the cooper, the executioner, the sower, the carter, the excavator, the worksite
transporter, the fisherman, the strongman of the marketplace.O



represents a long-standing profession, the development of which intersects with the
temporal, geographic, and revolutionary effects of the modern era but does not entirely

depend on it.

Unsatisfied with the octagonal arrangement, Dalou continued to modify his
design throughout 1896 and 1897. In April 1897, perhaps sensing competition from
Rodin, Meunier, and others who were beginning to make noise about creating their own
monuments to labor, Dalou resolved that the future was at hand and he needed to finish
his monumental composition before someone else could execute the project.” Less than a
year later, the Inspector of Beaux-Arts, Armand Dayot, created further competition when
he initiated a similar project that he hoped would serve as the centerpiece of the 1900
Universal Exposition. The exact timing for the origin of Dayot’s concept is not clear, but
he made his desires public in an open letter to the sculptor Jules Desbois in March of
1898. Suggesting that he was revisiting an earlier conversation between he and Desbois,
Dayot called for a monument that would unite architecture and sculpture to communicate
the apotheosis of work.®*

As the showpiece of the new century’s first international exhibition and a marker
of early-twentieth-century French identity, the inspector envisioned this architectonic
celebration of human effort as the symbol of the new age. He focused his project on the
technological advances of the nineteenth century, hoping to commemorate the “grands

découvertes du siecle... les chemins de fer, le télégraphe, le téléphone, le phonographe,

% Hunisak, The Sculptor Jules Dalou, 235-6.
64 Dayot, “A la Gloire du Travail: Lettre a un sculpteur,” Le Journal, 21 March 1898.
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. . . ’ 7 9905
les rayons X. La Science, 1’art universel seraient représenté.”
Y s

He wanted the century’s
“énergie créatrice” to embolden the monument — to express the sense of fraternity
between miners, farmers, philosophers, and savants that he suggested marked the
period’s progress.

According to his public correspondences with Desbois, Dayot could not imagine
tasking one artist with such an immense job.®® Instead, the inspector hoped that a union of
artists and praticiens would collaborate to produce what he initially proposed as a column
of labor in the style of the monument at Place Vendome. The Belgian sculptor Constantin
Meunier was near the top of Dayot’s list, which also included a range of artists with
divergent styles and politics including Alexandre Falguiére, Auguste Rodin, Jean Baffier,
Camille Claudel, and — naturally — Dalou.

The centrality of the Meunier in Dayot’s conception suggests a specific type of
laboring image. The Belgian sculptor was gaining a reputation throughout Europe and
America for his 1880s and 1890s portrayals of laborers that Melissa Dabakis describes as
the bourgeois notion of “the perfect modern worker: productive, efficient, and, above all,
submissive.”®’ The Marteleur of 1886 (fig. 4.11), for instance, is a life-size sculpture of a
large metal worker leaning on his pincers in a short moment of respite. His well-muscled
shoulders and enlivened torso lend his body a sense of nobility that marks him as a

modern hero. The hand-on-the-hip pose and the vitality of his form suggest that the

momentary pause is not caused by physical exhaustion. He is assuredly tired, but the

% Dubois, “L’Apothéose du travail, chez M. Armand Dayot,” L’ ’Aurore, 31 March 1898.
“The great discoveries of the century... the railways, the telegraph, the telephone, the
phonograph, the X-Ray. Science, the universal art would be represented.

06 Dayot and Desbois, “A la Gloire du Travail,” Le Journal, 2 April 1898.

%7 Dabakis, Visualizing Labor, 105.
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respite seems imposed not chod@espite the realistic formal qualities, and a narrative
that places him squarely within the industrial discourse of the fin de siscle, the high
finish of the elegantly cast bronze separates him from the natural world. He belongs to a
modern narrative of gallantryalor, and proletarian pride. Tkentrast beteen his

masculine vigor and the overwhelming forces of industriglismch contribute to the
monument as aabsent presencked Gustave Geffroyo describe thidlarteleuras @

reve dOuneeprZsentatiomoderne du travai®®

After Dayot published lsiletterto De%ois, journalists hurried to interview the
perspective sculptors. Whereas the majaftartists, including Rodin and Baffier,
expressed openness toward the project, Dalou refusaaeitoconsider participatingle
worried that a communal project among artists of such diverse styles and politics would
render the visual program illegible. Pointing to the opposition between Falguiere and
Baffier as but one example, Dalou opin@des sculptursne parlent pas tous tasme
langue. Ce sera le tour de Bat¥IHe also dismissed the originality of DayotOs idea. In
sentiment he would repeat whendpokedirectly tothe Inspectoidater in April, Dalou
told the scribes that he had been working on such a project for rareeared was closer

to the execution stage than the creative beginrthgs.

%8 Geffroy, OSalon,la Justice 30 June 1886. OThe dream of a modern representation of
work.O
*® Dubois, ©@OApothZose du travail,OAurore9 April 1898.0The sculptors do not all
speak the same language. It will be the Tower of Babel.O
70 {Ih;

Ibid.
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Just six days before DayotOs letter, in fact, Dalou apparently wrote in his journal
that he had settled on the definitive fofon his monument* The timing, as Dreyfous
recounts it certainly seems convenient in light of the growing interest in such a project
DalouOs visiononetheless manifestssignificant thematic departure from tmenument
that DayotenvisionedDalouOs Priapfrogramemploysa sober decorative treatmerit
workers toolsin very low reliefona colossal columnndividual laborers in niches
surround thepier, and four quotidian friezes of work@eactionsornamenthe base. The
column itselfwould have neither statuenor a platformatits apex Thisunadorned
crowndiffers from traditional victory column®theVend™me&olumn or TrajanOs
Column specificallypaccentuatinghe monument@apering shaft and bulbous tdp
the past, scholars such as Maurice Agulhon have suggestdaigHatmal arrangment
functionsin an abstract motif? Dalouwould likely havedisagreedvith AgulhonOs
contentionln his journal he indicatethe reakworld origins of thecolumnOforms,
linking thecylindrical shaftto botha phallus and factory pip€> Contemporarigwould
have had little trouble identifying either.

After experimenting with several other ideas for the top of the column, including
an inversed Doric capital, the sculptor settlechoomunded doméhat unambiguously
calls to mind the anatomy of the géthe rounded form at the distal end of the péhis.
As the acme of the tall shaft, this cap renders the structdspmewnhat stylize®

representation of the male sex organ.mxoking a scientific and anatomical visual

" Dreyfous Dalou, 256. )

2 pgulhon, ®ropos sur I0allZgorie politiqued@s de la recherché en sciences sociales,
31.

'3 Dreyfous,Dalou, 256.

4 Drawings in theCollection Becker.
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vocabulary, Dalou operated witha discourse dbiologicalfertility and propagation,
somewhat removed from the traditional phallic connotations of cultural power and
controlnormallyascribed to monumental columBsnd sculptural production.
Dalou was certainly not exceptional inmgmale sexuaimagery as a driving

force in 1890s French monuments. The expressive brilliance of R@diésfor
instance(fig. 4.12) rests on the doubling sfichallusions. Underneath his monkOs robe,
Balzac grasps his penis in a visual reference to his claimBighsgxualitywas the root
of his artistic geniysand his assertions that masturbati@asa necessary spur for
literary creatior/®> Rodin amplifies th sexual imagery through the general form of the
statue. AAlbert Elsen points out,

side views of the finaBalzac evoke a phallic shape, an

investment of the entire sculpture with the significance of

the earlier gesture of the hand grasping the pewis an

consonant with the virile image of Balzac as creator of his

own worldE. Rodin had raised the portrait of a writer to

the symbol of creation’®

If such an emphasis on sexaalberanceommunicated the creative genius of

grands hommes suchas Balzac, Vitor Hugo, or GustavElaubert, it ran counter to
developing bourgeois norms that encouraged sexual moderation and associated
masculinity with sobriety, selfontrol, and decorurff. These evolving gendenoresp
and the effort to flaunt thememerged withira period that scholars have long addressed
asa fin-de-siecle crisis of masculinity. The factors for such a condition are as diverse as

the impact is broad. A maturing feminist consciousness, the disastersiohéhe

terrible, a declining French populan, a rejection of the Imperial cultural of decadence,

> Elsen,Rodin’s Art, 3756.
" Ibid., 385.
""Garval “4 Dream of Stone,” 61; Garb Bodies of Modernity, 34-35.
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fears of the criminality amongst the working classes, and concerns about the physical
effects of intellectualismand embourgeoisemenimong other factors conspired to make
this effect totalizing. As these engines of modernity revved, France fretted over the
virility of its men.”®

Dalou’s model operates within a nuance of this discourse. Throughout the
nineteenth century, virility and masculinity were not exact synonyms. As Alain Corbin
explains, virility was an ensemble of characteristics that organized and nourished a
healthy society; it ordered the representation of the world and fixed structures of
dominance.” This was not necessarily tied to the biology of the masculine, but in a
culture with deeply seated ideas about the social power of the male icon — the genius, the
general, the writer, the emperor, the monarch, the artisan, the bourgeois — virility grew a
close association with the biologic traits of masculinity. At the end of the nineteenth
century, concerns for men’s sexual potency were intimately tied to the discourse of
national advance.

In the same period, anxieties about the France’s industrialism echoed many of the
concerns for national progress. French production was advancing at a much slower rate
than that of its competitors and factory conditions were spurring calls for socialist
reaction. As Debora Silverman describes the situation:

If the concentration of the socialist menace in the advanced
sectors of metallurgy, mining, and chemicals turned some
among the republican elite against technological

modernism, the possibility of French industrial stagnation
shattered the illusion that heavy industry and technology

78 Forth, The Dreyfous Affajr7. §
7 Corbin, “Introduction,” in Histoire de laVirilitZ, Vol II, 9.
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would provide the basis for French national ascendancy and
economic vitality as the twentieth century beckoffed.

DalouOsolumnforgesa connection between anxieties over the nationOs masculinities

and the competing attitudes towards industrialism and progress. The shaft of the column

which tapers towards the tppvokes a smokestaékhe veryform to which Dalou
comparedt.

Contempoaries waild have understood thvesual subtletyof the designthey
were accustomed to seeing factpiges and other industrial architectalting the fin
desiecle landscapé interventions thaéngagedjuestions of national identity. In visual
culture, such industrial motifs frequently spoke to the changing sodtoiral fabric of
France. They played a central role in certain canvases, such as/Panmh&Bactories
near the Mont dCengle(fig. 4.13) while in others, such as Edgar Degd&&izhoses
before the Stand$ig. 4.14) their presence underscores how completely industry
pervaded the modern conditidh.

Whether in the landscape or on the walls of an exhibition, the smokestack
amplified many of the hopes and fears that industrialism praducéhe paintings of
CZzanne and Degathe insertion of the factory pipes into landscapes already rich with
significance for the nationalentity provokes a meditation dhe effectsof modernityon
Frenchcharacterin DalouOs studibis model elidesuch political questions because it
exists in a type of symbolic vacuunhere the sitespecific context, whicliactored so
heavily in creating a level of meaning fonumph of the Republiexerts no influence. In

the place of such an empisenpolitics and national identifyDalouOs modekhich he

8 Silverman Art Nouveau irFin-de-Siecle France 52.
81 Rubin,Impressionism and the Modern Landscaj-147.
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knew he may never ereltit tirelessly pursued nonethelgssomotesa consideration of
thedefinition of the modern condition and tree and form of monuments destined to
represenit.®?

Gillian Darleywrites thatwithin industrial architecturesmokestack
communicatehe Oalways evanescent notions of modernity [with] its radical potential
exaggerated far beyond the realizaffdi©an impressionist canvas, where the painterly
details emphaze notions of ephemerality, such factory architecture harmonizes with the
greater projectThat saidl because of the traditional role of monuments in Western
culture, thesmokestack as@entral motif in Dalou@soject complicates the symbolism
of the fadory pipe as it relates to botliltural stability and social changghe sculptorOs
conflation of tle glans and the tapering shediems to offer a potential bridge between
constancy and transition.

Thepenile imagery at the top of the column rendeesstmokestack, itself already
asymbol of he modern experience, arstrument of fertility, creation, and virility. That
is, what organizes and structures society. Monumentalizing the smokastacd&othat
stabilizes cultural valueacknowledges the entrenchment of the ephemeral modern
condition.This is fundamentally different than wHaayot and his sculptors would
suggesin their plan to erea Tower of Labor for the 1900 exhibitiom fact, Dalou
lashedoutat what he called thinspectorOs hofte a monument that operated in an
antiquated visual language. As he told journalidb® Quoi parlenDayotet ses futures

collaborateurs? DOun arc de triomphe ou tihpie antique? Ce ne sera gaeouveau,

82 Dreyfous,Dalou, 256.
8 Gillian Darley,Factory, 10.



cela. Nous nous obstinerons donc toujours & vivre sur le passé?”** Rodin’s proposed
project (fig. 4.15), despite its modern visual language and novel exploration of the
phenomenological possibilities of experiencing architectural sculpture, is a case in point.

Drawing its formal influences from the Tower of Pisa, the great staircase of the
Chateau de Blois, and other well-known antecedents, Rodin’s model manifests a heavy
debt to the visual forms of the past. Such a reliance on the formal precedents is natural in
an artist who, despite his modernity, maintained a complex relationship with the
aesthetics and artists of earlier centuries.* Rodin’s own paradoxical attitudes towards the
past and the future mirrors Dayot’s vision for the project as something trapped between
tradition and progress. Both men shared the goal of erecting “I’ceuvre éternel,” a
monument to the glory of “I’effort humain, de la pensée humaine éternellement en
marche vers 1’inaccessible idéal.”*® Such a project belongs to a philosophical narrative
that maintains a faith in an ideal that exists outside of phenomenological experience of
man.”’ In their shared vision, that which is inaccessible occupies the highest position to
which man should aspire.

In Rodin’s project, figures of benediction embody this paradox as they crown a
composition that organizes a hierarchy of labor through a climbing frieze on the inside of
an immense tower. Rather than providing a divine message, the winged figures frame the

most exalted space at the apex of the ensemble for an apotheosis of man. As Rodin’s

% Quoted by Dubois, in “chez Dalou” 9 April 1898. “What do Dayot and his future
collaborators talk about? A triumphal arch or an antique temple? That will hardly be new.
Will we always persist to live in the past?”

% See: James Hargrove, “Contextualized Vision: Rodin and the Influence of the Past,”
Journal of the Cantor Arts Center Stanford UniversiBg-140.

% Dayot, “A la Gloire du Travail.” “The human effort, of human thinking that advances
continuously to the inaccessible ideal.”

" Dubois, “chez M. Armand Dayot,” 31 March 1898.
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contemporary Ricciotto Canudo explains it, in the sculptor’s Tour de travail “Man
acquires rights hitherto reserved for the gods.” Much like a Christian’s efforts to follow
in the steps of Christ, to achieve such divine heights seems hardly possible. The space of
man’s apotheosis — which Rodin isolated through physical distinction and as the
culmination of his program — exists in a realm even beyond the celebration of ideas and
the expression of the labors of genius; beyond the capabilities of history’s most revered
and secularly beatified men.

Dalou’s project fundamentally shifts this paradigm by detaching man from the
pinnacle of cultural achievement and by imbuing the symbol of the age with the
monument’s prevailing force. More than offering a novel sculptural idiom, Dalou’s
project undermines the traditional representation of man’s cultural position. By
monumentalizing the supremacy of science and industry, reducing the worker to an
ornamental motif, the phallic smokestack relegates man to a subordinate status — one
where he lacks the ability to definitively impact his circumstances. In fact, Dalou insisted
on this dynamic in his journal, describing the Priapic factory pipe as the prison to which

laborers are bound from the cradle to the grave.*’

In the months before Dalou finalized his ultimate model, Paul Richer published
Dialogues sur l’art et la science.”” Though Richer never mentions Dalou or his
monument directly, he alludes to the sculptor’s past ceuvre in a manner that suggests that,

at a minimum, Dalou was fully aware of Richer’s arguments and certainly agreed with its

88 Ricciotto Canudo, “Our Trajan’s Column: Rodin’s Tower of Labor,” Le Censeur,
August 3, 1907. Cited in Butler, Rodin, 123.

89 Dreyfous, Dalou, 256.

% Paul Richer, Dialogues sur l’art et la science.
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contentions about the direction of d&ten more likelyDalou actively informed
RicherOs thoughts as he expressed them here.

Dialogues sur lart et la science is an anomaly in RicherOs 1890s and 1900s
writings. For the most part, Richer began his texts with an introduction that explored the
links between science and art before launching into a specific anatomical, physiological,
or morphological study. Even texts that extend the arguments about the intrinsic
connectons between the two disciplindRicher maintains a firgterson narrative
argumento arrive at his point. HeiRichershiftsmethodso operatehrougha fictive
conversation between a masémda misguided pupiBPamphileandCalliasBwhich
signals ghilosophicaimodeof literary expressian

The choice of protagonisisusthave amused the classicallgrsed Dalou. Not
only did Richer pitCallias an aristocrat, againBamphile a worker, the opposition also
reflected Aristotelian discourse about learning. The Greek philosopher haGalkasl
as an examplef a Oparticula®@someone who was disconnecfasm scientific
knowledge Pamphile on the other hand, servas a modebf scientific investigationFor
those who missed the classical references, Richer made the two ch@pasi¢icns very
clear in the first paragraphSalliasquickly identifies himself as the misguided pupil,
beginning the debate by invoking Renarf®sited prediction that the advance of science
would relegate artists to the sphere of the,palsiie Pamphileoffers a challenge to that
contention that echoes RicherOs own expres¥ions.

Though neitheCalliasnor Pamphilenames Dalou directly, the texincludes an

explicit reference to the sculptoy@geron on theTriumph of the Republic andperhaps a

%L Richer,Dialogues, 5.
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somewhat subtler invocation of the sculptor®s Apollo fromth@ment to Delacroix.>?

These allusions come in the context of a changing time and the difference between Greek
art and art in the age of science. Given his intimacy with Dalou, Richer wouldbeerne

very unlikely to point outhese specific workBat least one of which Dalalescribed as
belonging tauutrefois and the other of which functions in his last traditionally allegorical
monumen®without the sculptorOs consent.

As the text takes shape, key aspects of DalouOs 1890s aesthetic philosophy and
attitudes (which Dreyfous®mgraphy and other contemporary texts preserve in
snippets), mingle with RicherOs own dictums. For instance, Dalou was quite critical of
RodinOs willingness to show seemingly unfinished wek€ri de Paris writes that in
describing his onéime friend Dalou claimed that Rodin was

g"/gotbar les stupidegendeletires. Des que dans un bloc

dOargile, il a pZtri un nez, un genou, un doigt de pied, ses

thurifZraires sOZcrier@Admirable! Merveilleux! Inoue!

Oh! matre, ce doigt de pied fait compread©univers. NOy

touchez plug E Naturellement cet encens |Oa grisZ et il ne

fait plus rien de bor®
In her discussion witlCallias, Pamphilelerideshe samghenomenon in contemporary
sculpture. She suggests that artists may falsely find expressions of profound emotion and
sincerity in sketches despite their insufficiencies and imperfections. In a specific echo of
DalouOs comments, she declares that the&larémthusiasm for such forras @aduit

naturellement par des exclamations dithyrambiques suivies de conseils. LOluvre est

parfaite. Il nOy fait plus toucher, tout nouveau travail ne pourrait que diminuer

°2bid., 36.

% OA lanationaleOLe Cri de Paris, 18 April 1920. O®iled by the stupid intellectuals.

As soon as he hasolded a nose, a knee, a toe from a block of clayatimirers write
OAdmirable, Marvelous, Unprecedented! Oh master, this toe clarifies the universe. Don't
touch it anymore!® Naturally this incense intoxicates him and he does nothing else well.O
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|Gimpression si vive qui sOen dZgage. Et Ksetisisse convainct®* She then
denigrates such work as the product of artists who are nothing moregthad<enfants,
vaniteux et crZdule®, whd unlike those who are not so nafvdishonor art?

Later in the textPamphileechoes a journal enttizat Dalou wrote in 1894 in
which the sculptor cautioned his peers against culling too much inspiration from
painters’® At other instances, her assertions that molds from nature and photography are
not art recall DalouOs injunction thili @oulage sur rtare ni photographie ne sont et ne
seront jamais de 108¥ Similar examples permeate the rest of the short text. The
repeated invocation of Dalou@sciples however, does not suggest that Richer was
simply creating a philosophical discourse for his friend. RicherOs own theories emerge in
independence of those of Daldamphil®sepeated discussions of athletes as the new
canonical model seem specificallyumed to RicherOs contemporary project of sculpting
a number of statuettes of weightlifters, wrestlers, footballers, and rufiners.

The last section of thBialoguesprovides the most revealing insight into Rigbsr
Pand likely Dalou@Bvision of art andnodernity. Following a long discussion of the
need for art to reflect the circumstances of the new age, Richer expresses wariness about
predicting what Oart nouveauO would be. He suggests that the golden age of nymphs and

goddesses has &%) so too hashe age of faith that gave rise to the great cathedrals of

% Richer,Dialogues 23-4. (rransfers naturally by following the advice of extravagant
exclamations. The work is perfect. Do not touch it again, all new work on it can only
diminish the impression of life that emerges. And the artist lets himself be cah@nce

% |bid., 24.0Big children, vain and gullible.O

% Dreyfous,Dalou, 123; RicheiDialogues 27-28.

*"Tild, GBenese dOune luvr® 180. ONeither casts nor photography are and never will be
art.0

% Richer exposed a number of bronze editions of these works in the late 1890s, including
at theSociZtZ dOZdition artistignel 899 or 1900. SeRaul RicherAthletes
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the Middle AgesThese sentiments echo DalouOs own, which he expressed to Dubois in
April 1898. At that point, he told the journalisiat religion had long given ride art
from pagan temples @othic cathedrals. At th@awn of the twentieth centuripalou
continuedQes religions ont vZcu. Il faut sOinspirer dOautre chose, trouver une autre
idZal(3° For Richerthe new ideal would be that s€iencewhich he argued had
dominated and erased thpirits of the past®®
While RicherOs contention that the nineteenth century was the age of science is

hardly remarkablgiven thatRenan wrote thAvenir de siencenearly fifty yeargprior,
his subsequent tone towards the future is noteworthy. In dons tee writes that on the
dawn of the twentieth century, scieng@@suit sa marche fatalement, irrZsistiblement.
Noble est son but, hautes ses visZes; mais, tel un conquZrant, elle laisse parfois derrisre
elle des deuils et des dZsesp@P&He continues his description of the new age,
providing a visual description smplify his reference:

Notre %oge estaQele la houille et du fer. La noifamZe

du charbon nous couvre dOun voile qui trop souvent cache

le ciel " nos regards. Mais la digdide IOhomme grandit

dans la souffrance, et le travail mettre toujours ~ son front

la divineaurZolequi anoblit et glorifie'®?
To cap his portrayal of an era of industsymbolized by the smokestack and its

excretions, Richer makes one final pronounaanoa the future of art that cannot help

but draw to mind DalouOs conception for a thirgter tall colossus that signifies the

% Dubois, ©@OApothZose du Travéll OReligions have run their course. It is necessary to
develop inspiration in something else, to find another idea.O

199 Richer,Dialogues 47.

191 Ipid. OFatally and irresistibly continues her march. Her goal is noble, her aims are
high; but conqueror that she is, she sometimes leaves mourning and despdiheefin
1921pid. OOurs is the age of coal and iron. The black carbon smoke covers us in a veil that
too often hides the sky from our view. But the dignity of man grows in sufferance and
labor is always at the front of the divine halo that ennobles andiggot
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imprisonment of the modern agdee sais si IOart qui na’tra de I” ser®da writes,

Gnais " coup szr il sera grar@®

DalouO&rand Paysarffig. 4.16) a work that the sculptor kept hidden in his
studio until his deatlgives visual fornto the identity of the workeand the modern
condition that Richer expressed in last pagesDalouappears to have beguwork on
thestatue at the same time that he resolved to finisMbarsument to Laborergirough a
Priapic compositionthis timing also coincides with the period durimbile Richer was
finishing Dialogues™®*

In a shirt that hangs loosely off his narrow but muscledilsleos, this anonymous
laborerturns his bowed head to the left and gazes melancholically towards the ground.
With his feet shouldewidth apart, thd?aysanlets his right arm fall flaccidly in front of
his right leg. Bending his left arm inward, he reaclehargically across his body to roll
his right sleeve. Narrow veins distend across his newly revealed flesh, mirroring similar
scars of age that mark his already bared left forearm. His shirtOsmisspexposes his
slight chest, and his oversizedttimg, which wrinkles and bubbles, accentuates his
slenderness. The manOs matted hair, craggy face, and slightly santdsaccentuate
these markerthat signifythe toll that his labors haveken on his body and his psyche.
Though thestatuebears many similarities to the workers that Dalou imaged for hissniche
in the monumenbboth in its formal qualities and its thed& was a distinct sculptural

project; it enriches th®lonument to LaborerBut does not participate in the ensemble.

193 Ibid. OI do not know if the art that will come from this will be gay, but it certainly will

be grand.O
104 Dreyfous,Dalou, 247.
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Dreyfous claims that Dalou worked on this statue in complete isoBRtioh even
telling Richer or Beckel?® This contention seems specious at best. Dalou and Richer
both worked with the same mod2WhomTild notes Dalou called to pose more than
fifty timesPand Richer appears to have known exactly where in Dalotids he
needed to search to find the sculptorOshagt! ‘euvre when it was time to send it to the
Salon®®

Like the niche statues on tMvnument to Laborers model, theGrand Paysan
illuminates the manner in which Dalou employed his small statuettes. Countless terra
cottas left in DalouOs studio capture men of different occupations pausing, looking to the
sidewith an effect of resignatioffig. 4.17), while others show men rolling sleevésach
serves as a source of information for Dalou, but none is a direct model for this ultimate
figure. The terra cotta that best mimics the pose, for example, ckébtidied, strong
armed workewho carriesa set offormal qualitieghatrender him dtant from the
Paysan. That said, the commonality tfe poseamong diverse laboressiggests that in
his ultimate statue to modern masculinDalou sought to captureumiversalcondition
of the workerOs circumstance.

A gardenerOs hoe lies untouchewben thePaysanOs feet. His distance from the
idle tool and his weary rolling of the sleeve gesture presents him preparing to begin his
work. The evident fatigue and resignation that characterizes his approach to the day
communicates a psychological gragtthat is unique in contemporary worker images. It

is certainly far removed from the muscular and forcgiiigeron that Dalou sculpted in

105 |t
Ibid.
198 Tjld, aBenese dOun Tuvr® 183. Dreyfout)alou, 247-8.
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the Triumph of the Republi®a figure that literally advances the chariot of national
progres®and is equally dierced from works by artists such as Meunier.

The Grand Raysanexudesione of thanajestic vitality of the ennobled proletariat
nor does h@articipatein other contemporargxpressions of modemasculinity through
a demonstration afelf-control, duelingpr the physical robustness of militancy and
sport'®’ Instead, théaysanis a modern man who appears defeated before he starts his
efforts. His dignity only reveals itself as perseverance in the absence of hope. He is a
symbol of humility and anonymityn his suffering he manifests precisely what Dalou

and Richer expressed as mnobledvorkerOformented positioin the age of science.

In treating thePaysanas the ideal of the laborer at the end of the nineteenth
century, Dalou breaks from tleenventionalworking-themed narratives about
industrialism that depended on the role of the proletdfie¥ertheless gpresenting the
peasant athe eraCepresentative mastill engages discourse about French identity
Beginning with the increased lgacal involvementof the ruralpopulation, whickspurred
Napoleon lll to powerthe second half of the century withessed a significant shift in the
relationship between the people of FranceOs center and its &mynthe extension of
railroads and communication allowed for stronger connections between the various

regions ofthe nationtheimage of the peasant shifted.

197 | _agneadYmonet, @a masculinitZ dOaffaires. Le dasla Bourse de Paris,O in
Hommes et masculinitZs de 1789 " nos jpwds3127; Nye Masculinity and Male Codes
of Honor in Modern France

198 Among the most prominent recent examples see: WEbasants into Frenchmen;
Lehning,Peasant and French
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In his revisionist and romantic opus, Peasants into FrenchmeBygen Weber
notes that as rural France became more integrated with Paris, “peasants were studied as a

109
7”7 James

vanishing breed; their culture was dissected and their sentimental value grew.
Lehning suggests by the end of the century, the peasant was a vehicle through which
Parisian authors, artists, and politicians revealed the ambivalences in France’s effort to
codify national identity within the new social structures. As an object of inquiry, the rural
man could be used to navigate the cultural insecurities that the development of modernity
produced.''’

Though there was a long history of sympathetic representations of peasants in
French art, by the last decades of the century two leading strains of imagery existed. In a
manner that paralleled much of the modernist and anti-modernist social and political
discourse, Naturalist artists explored timeless notions of peasant life in large canvases
that wowed at Paris’s Salons, communicating inclusive French values and historical
continuity while brimming with a sense of nostalgia. On the other hand, nationalist
artists, such as Jean Baffier, highlighted connections between peasants and pre-industrial
society to mold works that could be atavistic in speaking to a growing right-wing “blood
and soil” vision of French identity.

Jules Bastien-Lepage’s Le Pere Jacque$l881) (fig. 4.18), an example of the
former type, presents an aged man carrying a large bundle of sticks on his back while a
child plays in the flowers before him. By mirroring the tones of the man’s pants with the
colors of the trees and blending his legs and sabotsinto the underbrush of the foreground,

Bastien-Lepage forges a visual connection between the rural laborer and the nature from

109
110

Weber, Peasants into Frenchmg#i72.
Lehning, Peasant and Frencl20-21.
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which he emerge&abrid Weisberg argues th&ere Jacquedelongs to a set of images
that rendered rural types Olarger than life.O Like MeunierOs peasant herodsesuch as
Faucher Pere Jacquesecalled JeasFraneois MilletOs celebration of traditional
values''

As tempting a#t is to read the contrast betwelsre Jacques carrying wood and
the girl picking flowers as a symbol of the transition betwiberpast and the futurthe
painterOs treatment of the gioscuresier position. In an echo of the pose of the older
man, the girlOs left leg and shoe remains somewnhat visible while the right leg fuses with
the sticks, plants, and flowers of the underbrush. The visual interplay extends to their
shared hunched poses, ibaingled toward the left of the picture péa Perhaps more
significantly, the girlOs activitcollecting and carrying natumirrors the work that
Pere Jacques has just completed. While she may signal, as Weisberg suggests, Ohope for
the future,O is not necessarily because she will break from thelpdashstead because
her connection witlfPere Jacques communicates a tone of continuity and timelesSfess

On the wallls of the Paris Salon of 1882,P+re Jacquegrovides an image of the
rural laboer that speaks to the notion of the countryside as the location of traditional
values of hard work, proximity to nature, and consta®agh a vision necessarily
implies a culture that operates independentimodiernityOs advance. The continuity
betweenhe man and the girl insists on tle@gevity of peasantulture,a reassuring
projectionin the face ofndustrial changegrovidingFrenchmen a communal anaggst

and a sense of stability in a transient woAtthe same time, the peasantOs position

Hlweisberg|llusion of Reality 49.
2 bid.
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outdde of the ephemeral and contingent sphere identified him as an Oothke(p&uat
the Parisian bourgeoisie defiitself as modern**

Outside ofmoderate bourgeoimilieu, the celebration of rural culture helped
shape an antnodernist reaction. The Boulgist movement, for instance, had also turned
away from Paris as it advanced its organic nationalism. In the following decade, the right
wing successors of Boulangism continuedgjectthe primacy of the individual over
society, vilified liberal politicsand bourgeois rationalism, and lookssl/ondthe capital
to find the root of FranceOs core vafiédean BaffierO&cques Bonhomme and
Travailleur de la terre (1890)(fig. 4.19)are among his many sculptures that imaged
peasant culture in a fashion tlembployed th@easantavagdypeas a toobf rightwing
fortitude Both figures, whose beaten bodies deny the idyllic vision of ruralreult
present a visioof the peasant that is removed fréme popular nostalgiaf a timeless
sphere BaffierOsnenresolutely confront the modernity that threatens to marginalize
them. AsNeil McWilliam writes about the protéascist rationalism and reactionary
politics manifest inthe sculptorQsrogram, the images of peasants and craft tradition
invokedthe countrysid Oboth as a transcendent value exposing the moral degeneracy of
contemporary life and as a universal restorative for the nation3¥ills.O

The Naturalist and theationalist peasants share a claim to universality, which
alsoilluminates DalouOs choicedoncentrate the ideal of labor within the rural worker.

Yet DalouOpeasanfits uncomfortablywith the politics associataaith thebourgeois

1335ee: Jacques et Mona Ozoufe Qour de la France par Deux Enfants: Le petit livre
rouge de la RZpublique,OLifaux de Mémoire, 291-321;Lehning,Peasant and French,
22-29.

14 Eor a discussion of fide-siscle French nationalism se8ternhell La Droite
Révolutionnaire 1885-1914; Tombs, edNationhood and Nationalism in France.

15 McWilliam, Monumental Intolerance, 213.



Salon and rightving discoursesThe Grand Paysans neither timeless nor savae
instead manifesting the mar&f the industrial age in hisdturalism and wearinesss

well as emittinga resignation that denies any brutish tendengigis.signalsa departure
from DalouOs midecade evaluation t¢fie conditions he witnessed@tenonvilliers
where rural cultureféered an antidote to the perils of Patls Paysanhardly suggests a
manentrenched immilieu teeming with thegrofound charm of nature and only
wonderful things to d&*° His impotence subvertse seemingly limitless possibilities for
the future by showing the deleterious effects of bourgeois progressman who was to
embodynational heritage and communal identity.

Because Dalou®sysandoes not obviously conform to any of the established
forms,it resists entrance into any dichotomy twauld have it intervene i specific
political debatelnstead, it rests in the realm of social concerns about the condition of the
laborer at the dawn of the century. It is therefarthie context of thenodel for the
Monument to Laborerghe work that is its close contemporahatthe Paysanfindsan
appropriate rejoindeitn the model for the phallic grouthe nichefigures® horizontal
arrangementegates distinctions among laboring typesa resit, questions of
geography, connections to modernity, and other distinguishing traits dis&pateof
these professiorfalls victim to the age of coal and irosubjectto the unyielding
advance ofdence. As the representation of the ideal workerGitand Paysarecomes
a type of everymaBor at least every labor&who enricheghe proposed monument by

demonstrating the effects of industijhe manner in which thevo works function in

18 preyfous,Dalou, 223.
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concertrecalk the final paragraphs of Richedfiogueswhere he discusses the

perseverance of the worker as the attribute that would ennoble the new world order.

Thejuxtaposition of theGrand Paysarand the model for thelonument to
Laborerscontestgheviability of thetraditional relationship between mandthe new
age In gendering modernity as masculine, Bienument to Laborerascribed virility to
the unyielding dvance of science and progress. In its shadowGthad Paysan
operatesn a formal vocabulary of social and cultural impotendas ishardly an
optimisic idealization ofmodern masculinity. For Dalou, it seems, evaluations of
modernity that asserted machines had replaced men were not simply a description of the
industrial system. Instead, they suggested the fundamental inversiorcairstswof
power that the modern era brought to bear omésiecle culture.

Yet for all of DalouQs effort to operate in a new visual idiom to express this
condition, his model for the monument is an example of a late nineteemilry
inability to fully maneuver within the structures of this paradigm. Unable to find a
phenomenological form that could expresspbererof the new age without calling on
markers that belonged to the heroes of the past, Dalou uses a signifier of masculine
fertility to imagethe virility of the age of science. The dialogue betweerGiznd
Paysanand theMonument to Laborerthen suggests that Dalou found limits to the
Naturalist and figurative traditionOs ability to address the challenges of the new age, as
well as to man@spacity toaffectit. These conflicts, which rebound in the modern
spaces of ambiguity at the intersections of French heritage and its faith in progress, create

a subtext for the sociartisticconcerns of the early twentietlentury. The formal
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incongruties serve as a harbinger of visual abstraction, and the image of masculine
impotency offers a new m@in through which to see a befpoque culture where men

insisted on their power, control, and dominance in the face of a new age.
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Epilogue:

Dalou and the Question of Modernity

In 1904 a bronze cast of the Grand Paysan entered the Musée du Luxembourg in
Paris. This is a remarkable acquisition as Dalou had always resisted having his work
exhibited at the museum in a protest to its art politics." A 1 March 1904 letter from one of
the museum’s curators to its director acknowledges this circumstance, but insists that
Dalou had specifically chosen the Musée du Luxembourg as the destination for his
humble peasant statue. The curator writes that Dalou hoped the Grand Paysan would
serve as a testament to his work for future generations of artists.”

Though there is no clear corresponding document verifying the curator’s
assertions, it is certainly plausible that this was truly the sculptor’s wish. Dalou’s desire
to use the Paysan as a type posthumous self representation appears to inform Richer’s
decision, made with the consent of the other executers of Dalou’s will, to exhibit the

work at the 1902 Salon as a type of eulogy.’ It also supports Hunisak’s later claim that

! Archives du Louvre S*° Siléne, Paysan. In 1897 Dalou insisted that the cast of the
Triumph of Silenus, ordered after he exhibited the work in 1895, be installed outside of
the museum, as he did not agree with the institution’s artistic politics.
* 1 March 1904, Archives du Louvre S*°, Paysan.
3 Dreyfous, Dalou, 247-8.
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Ofor Dalou, this figure assumed the character of a memorial to his own career a
beliefs.®

As an autobiographical statemetite anonymous and impote@tand Paysan
reflects a vision of the artist that seems antithetical to subsequent definitions of the
moderrist sculptor especially as embodied by DalouOs rival Radifact David Getsy
writes thatRodinOseputation as the first sculptor mbdernitydeveloped fronhis
onymous handling and tledision betweethis sculpturalproduction and his sexual
potency’ The Gates of Hells a prime exampleservingas a testament to the peived
genius of the sculptor himsddfcementing its author as a virile creatdentifiable

through the marksf his physical touch

Comparisons between Dalou and Rodin have informed both of their reputations.
Their personal enmity and legitimate diste for the otherOs sculptural visioave
accelerated the discourse that highlights their contrast. Given the binary and adversarial
understanding of thierelationshipassertions thaodin is the first sculptor aihodernity
necesarily deny Dalou glace amongnodernmasters. The 1899 inauguration of the
Triumph of the Republi¢that monument tautrefois at the end of DalouOs I§eemingly
confirms theseevaluations

DalouOs claim tine pantheon ahodernartistsearns further scrutiny because of
the works that haveefinedhis identity in museums and galleriesttie years aftehnis

death the executers ddalouOswvill commissioned numerous bronze casts of his terra

* Hunisak,Sculptor Jules Dalow237.
® Getsy,Rodin 59-171.
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cottas in order to provide financial support fioe sculptorOs handicapped daugdhter.
These posthumowgtatuettegfig. 5.1) havefilled exhibition and auction catalogs, serving
as DalouOs entry into countless museums. They also have distorted the sculptorOs
reputation

In their new mediunthese bromesexist as finished sculptures rather than simple
studies. DalouOs handlibgich with the marks of his own hand that never exist in his
completedvorks Band the effect of theonfinito evoke comparisons to many of
RodinOs projects, and an aesttbtit Dalou and Richer explicitly disavowed. While
dynamic markers of DalouOs sculptural procedune studies of psychology and
physiology these works do not communicate the type of modern gravitas that animated
the seemingly comparabiand superioBworks in RodinOs Tuvre; norere they
intencedto.

These standards ofadernityby which Dalou is typically judged often obfuscate
his concerns and conception of the new alydike many of hisavantgardepeers,
Dalou remained firmly committed to usingshirt to engagéirectly the eraOs social
questions. In the middle of the 1880s, he had told Paul Gauguseupture sra
rZpublicaine ou ne sera pasand a decade later Dalou continued to fill his notebooks
with ProudhonOs writings frobu principe dd'art et de sa destinatiosociale.” These
concerns led Dalou away from the fantastic, psychological, and purely visual spheres of
art in which many ohis contemporaries were working.

When theGrand Paysarentered thdlusZe de Luxembourthe museumOs

curator noted thahe work would represent DaloteOquOil dZsirait stre connu, sous la

® See Cadet "L'Zdition deduvres de Dalou par La Maison Suiss67-110.
" GauguinAvant et Apres132.
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forme rZaliste et populaire quOil avait toujours r&¥&ans pouvoir dZfinitivement
|Giteindre.d The clause after the dash provesst revealingThenotion that Dalowor
his workDcould never definitively reach its highest goal appétitsg in a way that
exposes the profound disconnect between DalouOs eisimdernityand that which
was expected by the dominant sphere of the Parisian art scene

ManOs failure to achieve the highest realms of the fin de siscle seems precisely to
be the discourse in which Dalou&sand Paysarand the model for thilonument to
Laborersfunctionba humbling end to &louOs twentyear meditation othe identity
andposition of the laborer in the age of science and proghétss the sculpta®
countless equivocations, theseultimateworks Dalou rejected the traditional visions of
control, power, recognition, and supremacy to which tgpically aspiredInstead,
DalouOs twin projects commemorataieak understanding of thew ageHis modernity
was one where man could meaichthe worldOBighestpeaks the age of science and the
dominance of industrigad supplantethanOsirility and limited his potential for genius.
For Dalou, the role of art was to express the nature of these new circumstances and to

create a representation of natureOs ideal as it was, not as one may have hoped it to be.

Dalou washot amodern sculptor in the mode of Rodin.siingagement with
modernity, however, was equally profound aadealingfor the concerns of the new
century.DalouOs interventions into Parisian sites of meaning reveal the shifting social

conditions that marked the dZnouement of a period in which Eurcpéares called on

8 1 March 1904, Archives du Louvré’SPaysan Oas he would have liked to be known,
under the realist and popular fothat he always dreamed ®fvithout ever being able to
definitively achieve it.0
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modified visions of seventeenth- and eighteenth-century traditions as appropriate
responses to early-twentieth-century structural instabilities. His model for the Monument
to Laborersand the Grand Paysarforecast a new age, marked by the dominance of
progress over man. Their formal programs demonstrate the limits of the figurative
monument tradition to address the challenges of the age of science and industry. In so
doing, they anticipate the aesthetic theories of the early twentieth century that sought new
formal mechanisms to contend with social realities. Moreover, the presentation of man’s
impotency in the face of progress provides a stark rejoinder to the cultural politics of the
early twentieth century when European nations boasted of their virility in the build up to

a war that would actualize the destructive potential of the new era.

227



Bibliography

“A la nationale.” Le cri de Paris18 April 1920.

Abélés, Luce. “Le gamin de Paris.” CahiersMusZe dOart et dOes&ais : Editions de la
Réunion des musées nationaux, 1985.

About, Edmont. Quinze journZes au Salon de Peinture et de sculftari Libraire des
bibliophiles, 1883.

Accampo, Elinor, Rachel G. Fuchs, and Mary Lynn Stewart, eds. Gender and the Politics
of Social Reform in France, 18A®14 Baltimore and London: The Johns
Hopkins University Press, 1995.

Aguettant, Louis. Lecture de Le satyre de Victor Hudtaris: Harmattan, 2012.

Agulhon, Maurice. 1848 ou I&pprentissagele la RZpubliquéParis: Editions du Seuil,
2002.

— “Propos sur 1’allégorie politique,” Actes de la recherchZ en sciences sogiales
28:1 (June 1979): 27-32.

. Les Quarantéhuitards Paris: Gallimard, 1992.

. Marianne au combat: LOimagerie et la symbolique rZpublicaines del8889
Paris: Flammarion, 1979.

. Marianne au pouvoir: LOimagerie et la symbolique rZpublicaines de1Bd80
Paris: Flammarion, 1989.

Allen, James Smith. In the Public Eye: A History of Reading in Modern France, 1800
194Q Princeton: Princeton University Press, 1991.

Amarger, Antoine. “Memoire” Paris: IFROA, 1990.

Aminzade, Ronald. Class, Politics, ad Early Industrial Capitalism: Atudy of Mid
CenturyToulouse, FranceAlbany: State University of New York Press, 1981.

Anderson, Benedict. Imagined CommunitieRevised edition. London and New York:
Verso, 2006.

André, Alexis. SouvenirsArchives du Musée d’Orsay, nd.

Anguier, Michel. “L’Art de traiter les bas-reliefs.” In Les Conferencesdited by Henry
Jouin. Paris, 1883.

330



Aprile, Sylvie.OLa RZpublique au salon: vie et mort dOune formeidbibty politique
(18651885)0ORevue dOhistoire moderne et contempaordsia (July-Sep.
1991): 473487.

NNN . Le siecle des exileBBannies et proscritde 1789 ~ la Communéaris: CNRS
Editions, 2010.

Archives duconservation des Tuvres dOart religieuses et ci{iBARC).

Archiveshistoriquesde la Prefecture de PolicgZrieBeauxArts, carton 1024, dossier
79414.

ArchivesMusZe dOOrsay. DalBurchives Documentation
Archives du MusZe du Louvre®**SAimZJules DALOU
Archives de la Bibliotheque centrale des musZes nationaux, Ms 331 (1

Archives Nationales=?! 2070(BoussingaultCourbet Mirabeauy)

NNN . F** 4193 Hugo.
NNN . P 4198 Hugo.
NNN . F 4401 Delacroiy).
NNN . F* 4758 Pantheoi.

Archives de Paris, 139932

Archives du PetiPalais. Dalow Archives, Documentation.
Archives du MusZe Rodialou, RodinD Archives, Documentation.
Archives de la Seine, VR 152.

Ater, RenZeRemaking Race and History: The Sculpture of Meta Warrick Fuller
Berkeley, Los Angeles, and London: University of California Press, 2011.

Audebrand, Philibert. OGodefr@avaignac, romancigdlLa Nouvelle Revud October
1882

Bann, StepherThe Clothing of Clio: A study of the representation of history in
nineteentkcentury Britain and FranceCambridge: Cambridge University Press,
1984.

331



BarashMosheand Lucy FreemaB8andler, edsArt the Ape of Nature: Studies in Honor
of H.W. JansorNew York: Harry Abrams, Inc, 1981

Barbillon, Claire.OLa critique de la sculpture autour de 1895: le cAdathument aux
Morts dOAlbert BartholomZ, 188899.0 IiRegards de critiquesOart: Autour de
Roger Marx (1859.913) directedby Catherine MZneuRennes: Presses
Universitaires de Rennes/INHA, 2008.

Tim Barringer,Men at Work: Art and.abourin Victorian Britain New Haven and
London:Yale University Pres2005.

Barrows,Susama.Distorting Mirrors: Visions of the Crowd in Late Nineteef@antury
France New Haven, London: Yale University Press, 1981.

Baudelaire, CharleIhe Painter of Modern Life and Other Essapsanslated and edited
by Jonathan Mayne. London: Phaidon, 00

BenAmos, Avner Funerals, Politics, and Memory in Modern France 174396
Oxford: Oxford University Press, 2000

Benoit, Luc. La Sculpture romantiquéditionlsabelle LeroyJay Lemaistre. Paris:
Gallimard 1994

Berlanstein, Lenard Rthe Working?eople of Paris, 1871914 Baltimore and London:
The Johns Hopkins University Press, 1984.

Bernstein Samuel Auguste Blanqui and the Art of Insurrectictondon: Lawrence and
Wishart, 1971.

NNRN . French Political & Intellectual History Transaction editn. New Brunswick,
NJ: Transaction BooksRutgers, 1984.

Berthelot, OFHZroldORevuePolitique et littZraire Paris: Imprimerie de A. Quatin
(1882: 6-32.

Berton, Claude, Alexandre Ossadzow, and Christiane Filolgence Bienvenj'(e et la
constructon du mZtropolitain de Pari®aris: Presse Ponts et ChaussZes,. 2006

Bertrand, RZgis, Anne Carol, and MI Peleg. Les narrations de la mariix-en
Provence: Publications de IOUniversitZ de Provence, 2005.

Bessonnetavre, ClLes FetesrZpublicaines depuis 1789 jusqu’” nos jouparis:
Librairie GZdalge, 1904.

33z



Best, Geoffrey, edlhe Permanent Revolution: The French Revolution and its Legacy
1789-1989. London: Fontana Press, 1988.

Best,Janice Les monuments de Paris sous la Troisieme République: contestation et
commémoration du passé. Paris: LOHarmattan, 2010.

NNRN . OUne Statue monumentale de la RZpublidviee@enth Century French
Studies 34, nos. 3/ 4 (Spring/Summer 2006): BR2

Baudot, Anablale. OSalon de 188’4+, 11I, (1881):152-158

NNN . OSalon de 188101t IV (1881): 3-9.

Black McCoy, Claire. OOThis man is Michelang&otaveMirbeau Auguste Rodirand
the Image of the Modern SculptONineteenth-Century Art Worldwide 5:1
(Spring, 2004

Blais, ClaudeLa solidarité. Histoire d 'une idée. Paris, Gallimard, 2007.

Blanc, Louis.Discours politiques 1847 & 1881. Paris: Germer, Bailliere et'€; 1882.

Blanqui et les Blanquistes, Actes du Colloque Blangpiresentecby SociZtZ dOhistoire de
la RZvolution de 183 et des nblutions du XIXe siecle 1 Octoberl1981.Paris
Sedes1986.

BlZmont,Emile. OSalon de 1886, la sculpture.O LOArtiste, 1I. 1886.

Blunt, Anthony. ODalou and his workers® monumégt.Review. (October 1936).

Bodnar, JohnRemaking America: Public Memory, Commemoration, and Patriotism in
the Twentieth Century. Princeton: Princeton University Press, 1993.

Boettinger, Louis A.Employee Welfare Work: A Critical and Historical Study. New
York: The Ronald Press Company, 1923.

Boime,Albert. Art & the French Commune. Princeton: Princeton University Pre$896

2

NN . 4rt in the Age of Civil Struggle 1848-1871. Chicago, London: University of
Chicago Press, 2007

NNRN . 47t in the Age of Counterrevolution, 1815-1848. Chicago: University of Chicago
Press, 2004
NNN . Hollow Icons. Kent, Ohio, and London: Kent State University Press, 1987

33¢



Bondil, Nathalie. 'OThe Representation of Poverty in Public Statuary under the Third
Republic.@'Image2 (May 1996: 59-77.

Bonnell, Victoria E. and Lynn Hunt, edBeyond the Cultural Turn: New Directions in
the Study of Society and Cultuierkeley, Los Angeles, London: University of
California Press, 1999.

Bonniot, RogerPierre Dupont, poste et chansonnier du Peujars: Nizet, 1991.

Bourget, PaulErnest RenarsZrieCZIZbritZs Contemporaines. Paris: A. Quatin, 1883.

Bourgeois, LZornSolidaritZ Paris: Brodard, 1902.

Briggs Jo and Cassandra Albins@Dalou in England: Portraits of Worhaod, 187D
18790 Gallery Gide. Yale Center for British Art and the Henry Moore Institute, 2007

Brinton, Christian.ConstantinMeunier Buffalo: Albright Art Gallery, 1913

Brombert,Victor. Victor Hugo and the Visionary Nov&ambridge, MA and London:
HarvardUniversity Press, 1984.

Broude, Norma and Mary D. Garrafeminism and Art History: Questioning the Litany
New York: Harper and Row, 1982.

Brunet,A. LOUnivers lllustrZl5 Januaryl1881.
Buisson, FerdinandRolitique RadicaleParis; Giard et Briere, 1908.

Bumpus, Thomas FranciShe Githedrals of northern FrancdNew York: James Pott
and Co, 1910.

Burton, Richard D. EBlood in the City: Violence and Revelation in Paris 1-1845
Ithaca, NY and LondorCornell University Press, 2001.

Burty, Philippe, Salon de 1883Paris Baschet1883.

Butler, Ruth and Suzanne LindsdyuropeanSculpture: Nineteenth Centufjiew York:
Oxford University Pres000.

Butler, Ruth.Rodin: The Shape of GeniuslewHaven and London Yale University
Press, 1993.

Cadet, Pige. "L'Zdition des fuvres de Dalou par La Maison Suis§saZette des Beaux
Arts. 123: 1501 Februaryl994): 97110.

Caillaux, HenrietteAimZJules Dalou: LOhomikéOluvre Paris: Delgrave, 1935

334



CalhounCraig.The Roots of Radicalism: Tradition, the Public Sphere, and Early
NineteenthCentury Social MovemenShicago: University of Chicago Press,
2012

Carjat,Etienne. OSculpture, Salon de 1882 Petite RZpublique Franeais@2 May
1883.

Carron, Emile. ORapport SupplZmentaire fait au nom de la commission chargZe
dOexaminer la proposition de loi de M. de Pressaehsiexe ayproces-verbalde
la sZance d20 mai 1874. AssemblZ NationglE874 : N° 2392.

Chabert, No'lle, et alMonument eModernitZ: Paris : Art, espace public et enjeux de
mZmoire, 1891996 Paris. FondatiorZlectricitZde France, 1996.

Charcot, JeaMartin and Paul Richet.es DZmoniques dans IORdris: Delahaye et
Lecrosnier, 1887.

ChauvaudFrZdZricG5avroche et ses pairs: aspects de la violence politique du groupe
enfanin en France au XlIXe siecl@Cultures andConflicts 18 Summerl995: 1-
0.

Chenut, Helen Hardeffhe Fabric of Gender: WorkirGlass Culture in Third Republic
France UniversityPark, PA: The Pennsylvania University Press, 2005.

Chevalier, LouisClass laborieuses et classes dangereuBass:Librairie Plon 1958.

Chevillot, Catherineand Laure ddargerie, edsLa Sculpture au XI%Siscle, MZlanges
pour Anne PingeotParis:Nicolas Chaudun2008

Christiansen, RuperRaris Babylon: The Story of the Paris Commuxew York:
Penguin, 1994.

Chu,Petra TerDoesghate and Gabriel Weisberg, edlae Popularization of Images:
Visual Culture under the July MonarcHgrincetonPrinceton University Press,
1994

Church, William, edThe Influence of the Enlightenment on the French Revolution
Second editionLexington, MA; Toronto; and Londo.C. Heath and Company,
1974.

Ciechanowieki, A.SJules Dalou, Exposition 20 Matkb Avril, 1965 Introduced by
PhilippeJulian. Paris and London: GaiZHeim, Gallery Mallett1965.

Cladel, JudithRodin: Sa vie glorieuse, sa vie inconnHdition dZfinitive Paris: Bernard
Grasset, 1937.

33¢



Clair, Jeangd.L'dme au corps : arts et sciences 1793-1993. Paris RZunion MusZe
Nationaux 1993.

Clark, T.J. The Painting of Modern Life: Paris in the Art of Manet and his Followers.
New York: Alfred A. Knopf, 1985

Collingham, H.A.C. and R.S. Alexand@tie July Monarchy: A Political History of
France 1830-1848. Londan and New York: Longman, 1988.

Q.a Commission des funZraill€¥,a France, 25 May 1885.

Conforti, Michael. OLes musZes des apdiguZs et IOhistoire de |Qart Bdroire de
I’histoire de I’art, directed byEdouardPommier. Volume 2, XVIfi et XIX®
siecles. Paris: Louvre, 1997

Conseil Municipal de Paris Année 1879 Procés-Verbaux. Premier semestre. Paris: A.
Lahure, 1879.

Conseil MunicipaVille de ParisProces-Verbal sur le programme de concours pour
[’érection d’une statue de la République sur la Place du Chateau-d’Eau, 18
March 1879.

OConseil Municipal: SZance du md@limarsOLe Rappel. 20 March 1879.

Corbin, Alain, Jeardacques Courtine, and Georges Vigarélilstoire de la virilité.
Volumell, Le triomphe de la virilité, le XIX® siecle. Paris: Editions du Seuill,
2011.

Cornu, PaulJules Dalou. Paris: Fabre, 1909.

Courbet, Gustave. OAppé&lORappel 7 April 1871.

Cousseau, Hent€laude, Christina BuleWribe, and VZronique Mattiussi, dirs.
Naissance de la modernité: Mélanges offerts a Jacques Vilain. Paris: Editions du

relief, 2009.

Curtis, Penelope&sculpture 1900-1945: After Rodin. Oxford: Oxford University Press,
1999.

Dabakis, Melissalisualizing Labor in American Sculpture: Monuments, Manliness, and
the Work Ethic, 1880-1935. Cambridge: Cambridge University Press, 1999.

Dalou, AimZJules.Album: notes manuscrites. Louvre, D.A.G. (fonds OrsayRF 51873.
Darley, Gillian.Factory. London: Reaktion Books, 2003.

33¢€



Datta, Venita. Birth of a Nationallcon: The Literary AvanGarde and the Origins of the
Intellectual in Frarce. Albany: State University of New York Press, 1999.

. Heroes and Legends of Fde-Siecle France New York: Cambridge University
Press, 2011.

Dayot, Armand. “A la Gloire du Travail: Lettre a un sculpteur.” Le Journal 21 March
1898.

Dayot, Armand and Jules Desbois, “A la Gloire du Travail.” Le Journal 2 April 1898.

Debuisson, France, et al. A nos grands hommed.a sculpture publique en France
jusqu” la seconde guerre mordie. CD-Rom, ed. INHA-Musée d'Orsay, Paris,
2004.

Delaporte, Louis. Quelquesuns Premiére Série. Pairs: Albert Fontemoing, 1901.

Delon, Michel “1878: un centenaire ou deux?” Annales historiques de la RZvolution
franeaise 234 (1978): 641-663.

Demaison, M. “M. Dalou,” Revue de IQart ancien et modesdgJan. 1900).

Desmaze, Charles. Les MZtiers de Paris, dOapres les ordonnances du ch%otelet, avec les
sceaux des artisanBaris: Ernest Leroux, 1874.

Descaves, Lucien, PhilZmon, vieux de la vieill@aris: Editions G, Crés et C', 1913.

Dickinson, Linzy Erika. Theatre in BalzacOsaOComZdie humain@Amsterdam,
Atlanta: Rodopi, 2000.

Dingley, James. Nationalism, Social Theory, and DurkheiHoundmills: Palgrave
Macmillian, 2008.

Donovan, Andrew. Williams Morris and the Society for the Protection of Ancient
Buildings New York: Routledge, 2008.

Dombrowski, André. “History, Memory, and Instantaneity in Edgar DegasOs Place de la
Concorde” Art Bulletin XCIII: 2 (June 2011), 195-219.

Dommanget, Maurice. Auguste Blanqui au dZbut de la®IRZpublique (1871880):
Derniere prison et ultimes combatRaris, Mouton, La Haye: Mouton, 1971.

. Auguste Blanqui et la rZvolution de 1888ris, Mouton, La Haye: Mouton,
1972.

337



NNN . Blanqui, la guerre de 18701 et la Communé®aris: Domat, 1947.

Discoursprononcv? IGinauguration du Monument de Boussingault au conservatoire des
Arts et MZtiers le dimanche 7 juillet 18%aris: FirminDidot et C°, 1895.

Drachkovitch Milorad M. The revolutionary internationals, 186043 Stanford:
Stanford University Press, 1966.

Dreyfous, MauriceCe quQil me reste " dire: un demi siscle de choses vues et entendus
1848190Q Paris: Oldendorff1913.

2
2

N . ODalounconnuOLOArt et les Artiste¥olumell, 1905-1906.

NN . Jules Dalou: Sa vie, son luvréParis: Renouard,903.

)

Duberton.J. LucasThe Restoration and the July Monarchiyanslated by E.F. Buckley.
New York: AMS Press, 1967.

DuBois, Phillipe. OLOApothZose du travail, chez M. Armand Daga@ore31 March
1898.

NNN . OLOApothZose du travailAurore9 April 1898.
du Camp, MaximeSouvenirs dOun desiscle. Volumel. Paris: Hachette, 1949.
Du Jouy, BarbetSon JournaPendant la Communé@aris: RevueHebdomadaire, 1898.

Dugnat, Ga-tLes Catalogues des Salons de la SociZtZ Nationale des-BesLix
Volumes V1. Paris, Dijon: LOEchelle de Jacob, 22004.

Durkheim, Emile The Division of Labor in Societyranslatd by W.D. Halls, with an
introduction by Lewis A. Coser. New York: Free Press, 1984.

E.M. Orriomphede la RZpubliqu&Le Monde IlllustrZ20 Septembef. 889

Elsen, Albert E. with Rosalyn Frankel JamisBodinOs Art: The Rodin Collection of the
Iris & B. Gerald Cantor Center for Visual Arts at Stanford Universitgw York:
Iris & B. Gerald Cantor Center for Visual Arts at Stanford Univerisity
Association with Oxford University Press, 2003.

Elwitt, Sanford.The Making of the Third Republic: Class analitics in France, 1868
1884 Baton Rouge: Louisiana State University Press, 1975.

Engels Frederick Der BYrgerkrieg in FrankreichGloke 1891.

33¢



Fabre, Auguste. Un IngZnieur social, JeaBdme LeclaireNimes: Clavel et Chastanier,
1906.

Fallaiz, Elizabeth. Etienne Carjat et OLe BoulevardO (3&®1Paris, Geneva: Slatkine,
1987.

Du Faubourg SainAntoine au bois de Vincenn@aris: Les Musées de la ville de Paris,
1983.

Feisst, Sabine M. “Arnold Schoenberg — Modernist or Romanticist?” In Engaged
Romanticism: Romanticism as Praxisglited by Mark Lussier and Bruce
Matsunaga. Newcastle: Cambridge Scholars Publishing, 2008.

Ferguson, Priscilla Parkhurst. Paris as Revolution: Writing the Nineteer@lentury City
Berkeley, Los Angeles, and London: University of California Press, 1994.

“Les fétes de Centenaire de Victor Hugo.” Le Temps26 February 1902.

Figures du corps, Une leson dOanatomie " IOEcole des-beaLRaris: Beaux-arts de
Paris les éditions, 2008.

Fontaine, Paul. “Salon de 1886, I1.” Le TZmoin16 Juin 1886.
Fondation Custodia. Inv. 1977-A.1673 and 1977-A.1674.
Fontaine, André. ConstantinMeunier Paris: Alcan, 1923.

Forth, Christopher E. The Dreyfous Affair and the Crisis of French Manhd®atimore
and London: The Johns Hopkins University Press, 2004.

Forth, Christopher E. and Bertrand Taithe. French Masculinities: History, Culture and
Politics. London: Palgrave Macmillan, 2007.

Forthuny, Pascal. “Jules Dalou.” Revue dOAf2 (Nov. 1899): 17-23.
Fouquier, Henry. “Salon de 1883.” Gil Blas. 1 June 1883.

Fowle, Frances and Richard Thomson, eds. Soil and Stone: Impressionism, urbanism,
environmentAldershot: Ashgate, 2003.

Fried. Michael. Absorption and Theatricality: Painting and the Beholdetha Age of
Diderot Chicago: University of Chicago Press, 1988.

Friedlander, Walter F. David to Delacroix Cambridge: Harvard University Press, 1952.

339



Fusco, Peter and H.W. Janson, eds. Romantics to Rodin: French Nineteenth-Century
Sculpture from North American Collections. Los Angeles: Los Angeles County
Museum of Art, 1980.

Gacon, Stéphane. L ’Amnistie de la Commune a la guerre d’Algérie. Paris: Editions du
Seuil, 2002.

Gaetgens, Thomas. Versailles. De la résidence royale au musée historique. Anvers:
Fonds Mercator, 1984.

Gage, John. Color and Meaning, Art, Science, and Symbolism. Berkeley, Los Angeles,
London: University of Californian Press, 2000.

Galbacio, Bruno. “Salon de 1834.” Le Locateur. March, 1834.

Gambetta. Léon. Discours et plaidoyers politiques de M. Gambetta. Published by Joseph
Reinach. Paris: Charpentier, 1881.

— . “IlIn’y a qu’une France et qu’une République.” Chamber of Deputies, 21 June
1880, Annales, VIII (1880): 210-14

Garb, Tamar. Bodies of Modernity: Figures and Flesh in Fin-de-Siecle France. London:
Thames and Hudson, 1998.

Garval, Michael D. “4 Dream of Stone”: Fame, Vision, and Monumentality in
Nineteenth-Century French Literary Culture. Newark, NJ: University of
Delaware Press, 2004.

Gauguin, Paul. Avant et Apres avec les vingt-sept dessins du manuscrit original. Paris: G.
Greés et Cie, 1923.

Le Gaulois. 24 May 1885.

Le Gaulois. 25 May 1885.

Gautier, Judith. “Salon de 1885.” Le Rappel. 5 May 1885.
—— “Sculpture. Jules Dalou.” Le Rappel. 20 May 1883.

Geffroy, Gustave. "Dalou." La vie artistique. Paris: Dentu, 1903

. L’Enfermé. Cinquieéme Mille. Paris: Charpentier, 1919.

. La Justice. 9 May 1885.
——— “Salon.” La Justice. 30 June 1886.

340



NNN . OLes fuvres dZcoratives au Salon de 1886:@e des art décoratifs. 6 Year,
Volume 6, 1886.

Genevray, LouisLes Peintres de la vie moderne. Paris: Imprimerie administrative, 1912.

Georgel, Pierre, et ala Gloire de Victor Hugo. Paris: Editions de laRunion des
MusZedNationaux 1985.

Germani,lan.OTakhg possession of Marianne: the Place deZdaubliqueas Political
BattlegroundOCanadian Journal of History 45: 2 (Autumn, 2010299333

GersmannG. and H. Kohle eds.Revolution, Republik und Reaktion: Der Umgang mit
dem Erbe der Franzosischen Revolution 1871-1914. Stuttgart: Franz Steiner,
2002

Getsy, David JBody Doubles: Sculpture in Britain, 1877-1905. New Haven and London:
Yale University Press, 2004

NNRN . Rodin: Sex and the Making of Modern Sculpture. New Haven and London: Yale
University Press, 2010.

Gifford, G.H. OHugoBleine Merand the OGreat Easterf®M. 45:4 (Dec., 1930):
11931201.

Gildea, RobertChildren of Revolution: The French 1799-1914. Cambridge: Harvard
University Press, 2010.

NNN . The Past in French History. New Haven and London: Yale University Press,
1996.

Ginepro, Jacques. ODalou: ou le naturalisme en sculpitEeddpille 146 (juin 1982):
25-43.

Glazer, Catherine. ODe la Commune comme maladie meRade:@isme 48 (1985):
63-70.

Godinequ, Laure.F{étour dOexil: Les avnciens commungrds au dZbut de la troisisme
rZpublique.O PhD dis&lniversitZ de Paris I, RthZorSorbonne2000.

Goldstein, Jan.The Hysteria Diagnosis and the Politics of Anticlericalism in Late
NineteenthCentury Franc®The Journal of Modern History 54 2, Sex, Science,
and Society in ModerfRrance (Junl982: 209239

Green, ChristopheHrt in France 1900-1940. New Haven and London: Yale University
Press, 2000.

341



Greenbergl.ouis M. Sisters of Liberty: Marseille, Lyon, Paris and the Reaction to the
Centralized State, 1868-1871. Cambridge: Harvard University Press, 1971

Gullickson,Gay. Unruly Women of Paris: Images of the Commune. Ithaca, NY:Cornell
University Press, 1996.

Halbwachs, Mauricelhe Collective Memory. Translated by Francis J. Ditter, Jr. and
Vida Yazdi Ditter. New York: Harper Colophon Books, 1980.

NNN . On Collective Memory. Edited, translated, and with an Introduction by Lewis A.
Coser. Chicago and London: The University of Chicago Press, 1992.

Harbold, William H. OJustice in the Blght of Pierreloseph Proudho@The Western
Political Quarterly. 22:4 (Dec., 196p 723-741.

Hargrove, James. OContextualized Vision: Rodin and the Influence of the/RasuD
of the Cantor Arts Center Stanford University 3:3 (2002): 128140.

Hargrove, June and Neil McWilliam, ed$ationalism and French Visual Culture.
Washington, DC: National Gallery of Art, 2005.

Hargrove June The Statues of Paris: An Open Air Pantheon. New York and Paris: The
Vendome Pres4,989.

NNN . OCarrieBelleuse, ClZsingeand Dalou: French Nineteer@entury Sculptors,O
The Minneapolis Institute of Arts Bulletin. LXI (1974): 28-43.

Harvey, Charles and Jon Pregs, Enterprise and Ethics: Essays on the Life and Work
of William Morris. London: Frank Cass, 1996.

Harvey, David Paris: Capital of Modernity. London and New York: Routledge, 2003.
Haslam, Katherine. OOVolo non Valeo quia Nequeo quod Desiderol.O Antithetic aristocrat:
George Howard, Ninth Earl of Carlisle (184911), atist and patron.O PhD
Diss, University of NewcastleiponTyne, 2004.
Hayward, J.E.S. OThéfiial Social Philosophy of the French Third RepubliZon
Bourgeois and SolidarisQinternational review of social history. 6 (1961): 19
48.

NNRN . OSolidarity: The Social History of an Idea in Ninete&@whtury France,O
International review of social history. 4 (1959): 261284.

Havard, Henry. OLe Salor.&Siécle. 5 June 1883.

34z



Helbronner, EvelyneXatalogue raisonnZ des sculptures)lX siede (18001914) des
mus£s de Bordeau® PhD DissParis I\:Sorbonne, 2003.

HZran, Emanuellé.e Dernier Portrait Paris: RZunion des MusZes Nationaux, 2002.
HZrold,FerdinandRoll. Paris: Librairie FZlix Alcan, 1924.

Hobsbawn, Eric and Terence Rangére Invention of TraditionsCambridge:
Cambridge University Press, 1983.

Hoffman, LZorFraneois and Suzanne Nash, edago et IOHistoiteParis: Presses de
IOUniversitZ de Pat®orbonne, 2002.

Hoffman, Robert, LRevolutionary Justice: The Social and Political Theory ed.P.
Proudhon Urbana, Chicago, London: Urarsity of Illinois Press, 1972

Hooker, Kenneth Ward, OThe Fortunes of Victor Hugo in England.QHR&D
Columbia University, 1938.

Horne, Alistair The Fall of Paris: the Siege and the Commune, 183701 London:
Penguin, 2007.

Houlgate, Stephen, edegel and the Art€Evanston, lllinois: Northwestern University
Press, 2007.

Howorth,Jolyon Michael OThe Myth of Blanquism undére Third Republic (1871
1900)OThe Journal of Modern History8: 3(Sep 197§ 37-68.

Hugo, Victor.Actes et Paroles, luvres Completes, PolitiqaePresented byleanClaude
Fizaine. Paris: Laffont, 1985.

NNN . LOAnNnZe terrible, avec des extraitddes et paroles, 18708711872 Edited
by Yves Gohin. Paris: Gallimard, 1985.

NNRN . Cromwell Introduction byAnn Ubersfeld. Paris: Flammarion, 1995,

NNN . La LZgende des siecles, la Fin de Satan, Dieques Truatt edition,
Bibliotheque de la plZiaddParis: Gallimard, 1950

NNN . Les MisZrablesParis: Pagrnere, 1882.

NNN . Tuvres Complstes de Victor HugoParis: HZbert, 1885.

___ ThZ%tre compldidition Ztablie et annotZe padJThierry et Josette
MZleze, Bibliotheque de la PlZiadParis: Gallimard, 1950.

345



NNRN . william Shakespear®resentationnotes, dossieghronology and bibliography
by Dominique Peyrachkeeborgne. Paris: Flammarion, 2003.

Hunisak, JohnThe Sculptor Jules Dalou: Studies in His Style and Imadégw York
andLondon: Garland Publishing, 1977.

Hutton, Patrick.The Cult of the Revolutionary Tradition: The Blanquists in French
Politics, 18641893 Berkeley, Los Angeles, and London: University of California
Press, 1981.

OPopular Boulangism and thevent of Mass Politics in France, 1886
90.OJournal of Contemporary Historyt1:1 (Jan, 1976 85-106.

HuysmansJK. OLe Salon de 1883.0Evolution Social@3May 1885.

Ihl, Olivier. La fete rZpublicaineParis: Gallimard, 1996.

Inauguration duMonument ZlevZ ~ ALPHAND par ses Amis et ses Admirateurs avec le
concours de la Ville de Paris, du DZpartement de la Seine, et de |IOEtat, Le 14
DZcembre 1899

Imbert, Daniel and GuZnola Groud, e@siand Paris dansait avec Marianrearis:
MusZe du Petalais, 1989.

Ireson, J.CVictor Hugo:A Companion to his Poetr@xford: Clarendon Press, 1997.
Irvine, William D. The Boulanger Affair Reconsidered: Royalism, Boulangism, and the
Origins of the Radical Right in FrancBew York, Oxford: Oxford Univesity

Press, 1989
JeanPierre XIX® Siecle. 18 July 1883

Jessup, Lynda, edntimodernism and Artistic Experience: Policing the Boundaries of
Modernity. Toronto, Buffalo, London: University of Toronto Bsg2001.

JohnsonMartin Phillip. The Paradisef Association: Political Culture and Popular
Organization in the Paris Commune of 18Ahn Arbor: Uniwersity of Michigan
Press, 1996.

JonesOwen.The Grammar of Ornameritondon: Studio Editions, 1986

Jores,Stuart OTaine and the Nation St&iie Writing National Histories, Western
Europe Since 180Edited byStephen Berget.ondon: Routledge, 1999

344



JonasRaymond France and the Cult of the Sacred Heart: An Epic Tale for Modern
Times. Berkeley and Los Angeles: University of California Press, 2000

JordanDavid. Transforming Paris: the Life and Times of Baron Haussmann. Chicago:
University of Chicago Press, 1995.

Joughin, Jeane The Paris Commune in French Politics, 1871-1880: The History of the
Amnesty of 1880. Baltimore: The Johns Hopki&ress, 1955

Jouin, Henry, Ca Sculpture au Salon de 188&azette des Beaux-Arts (1884): 59-76.

Jouin,Henry.La Sculpture aux Salons de 1881,1882, 1883, et a [’Exposition nationale de
1883. Paris,E. Plon, Nourrit et Cid884.

OJules Dalou,e Portfolio, (7881), No. 85, January 1887.
Kahane Ernest.Boussingault entre Lavoisier et Pasteur. Argueil: Jonas Editeur, 1988.

Kammen, MichaelMystic Chords of Memory: The Transformation of Tradition in
American Culture. New York: Vintage, 1993.

Katznelson, Ira and Aristide R. Zolberg, ebd&rking-Class Formation: Nineteenth-
Century Patterns in Western Europe and the United States. Princeton: Princeton
University Press, 1986.

Kearns, James and Pierre Vaisse, &dsSalon a quoi tout se raméne’ Le Salon de
peinture et de sculpture, 1791-1890. Bern: Peter Lang, 2010.

Kemal, Salim and Ivan Gaskell, e®®!/itics and Aesthetics in the Arts. Cambridge:
Cambridge University Press, 2000.

Kjellberg, Pierre. OLes bragm de collection dXIX © siscle OGazette de I'hétel Drouot.
17 (26 April 1985)44-45.

Koselleck,Reinhart.Futures Past: On the Semantics of Historical Time. Translated by
Keith Tribe.New York: Columbia University Press, 2004

OLa mihoire de bronze du 23 juin 1789.789 L’Assemblée nationale. Paris: Palais
Bourbon, 1989.

Labrusse, RemiOFace achaos: grammaires de IOornen@Purspective 1 (2010/2011):
97-122.

Lafenestre, George. OSalon de 1886vi de Deux Mondes. 1 July 1886.
Laforgue, PierreLa Légende des siécles de Victor Hugo. Paris: Gallimard, 2008.

34¢



Lanfranchi, Jacqueses statues des grands hommes a Paris: Ceurs de bronze, tétes de
pierre. Paris: LOHarmattan, 2004

Lamartine, Alphonsée Histoire des Girondins. Introduction and notes Je&merre
Jacques. Voluml. Paris: Plom, 1984.

NNN . Les Hommes de la Révolution. Paris: Marpon et Flammarion, 1882,

Lami, Sanislas Dictionnaire des sculpteurs de l’école francaise au dix-neuvieme siécle.
Paris: HonorZ Champigri91421.

LantZri, E. OJules Dalou: Sculptdfid Magazine of Art (1902): 376380.
Larroumet, Gustavd.'drt et I'Etat en France. Paris: Librairie Hachette et Gi&895.

Larson, Barbara and Fae Brauer, dts. Art of Evolution: Darwin, Darwinism, and
Visual Culture. Hanover, NH: Dartmouth College Press, 20009.

Larson,Barbara.The Dark Side of Nature: science, society, and the fantastic in the work
of Odilon Redon. University Park, PA: Pennsylvania University Press, 2005

LawrenceHenry.OThe Neoclassic@lrigins of Modern Urban Fores®Forest and
Conservation History 37 (1993): 2636.

Leben, Ulrich Histoire de I’Ecole nationale supérieure des arts décoratifs (1766-1941).
Paris: ENSBA, 2004.

Lebon, ElisabethFont au sable, font a cire perdue : histoire d 'une rivalité. INHA -
Ophrys, Paris, 2012

Leclaire, JeanDe la misere et des moyens a employer pour la faire cesser. Paris:
BouchardHuzard, 1850.

La Le¢on de Charcot: Voyages dans une toile. Paris: MusZe déAssistance Publique de
Paris, 1986.

Lehning, James RReasant and French: Cultural Contact in Rural France during the
Nineteenth Century. Cambridge and New York: Cambridge University Press,
1995.

NNN . To be a Citizen: the Political Culture of the Early French Third Republic. New
York: Cornell University Press, 2001

Leribault, Christophe et akantin-Latour, Manet, Baudelaire: L’Hommage a Delacroix.
Paris: MusZe du Louvrg011.

34¢



Lesigne, Ernest. L 'Affaire Victor Noir. Paris: Librairie des Publications A., 1892.

Lévéque, Pierre, Révolutions et Républiques: la France contemporaine. Dijon: Editions
Universitaires de Dijon, 2005.

Lidsky, Paul. Ecrivains conte la Commune. Edition poche 2010. Paris: La Découverte,
2010.

Lindsay, Suzanne G. Funerary Arts and Tomb Cult — Living with the Dead in France,
1750-1870. Farnham, UK; Burlington, VT: Ashgate, 2012.

Lockroy, Edouard. “L’Amnistie.” Le Rappel. 12 July 1880.

Lowenthal, David. The Past is a Foreign Country. Cambridge: Cambridge University
Press, 1985.

Loustalot, Alfred de. “Salon de 1886- La Sculpture.” Gazette des Beaux-Arts. XXXIV: 2,
1886.

Loysel, Stéphane. “Le concours pour la statue de la République.” L lllustration. 25
October 1879.

Lu, Shi Yung. “The political theories of P. J. Proudhon.” PhD Diss., Columbia
University, 1922.

Martel, Wladimir. Mes entretiens avec Granger, Lieutenant de Blanqui. Paris:
Messageries coopératives du livre et de la presse, 1939.

Martin-Fugier, Anne. Les salons de la I[I° République: Art, littérature, politique. Paris:
Perrin, 2009.

Martinez, P.K. “Paris Communard Refugees in Britain.” PhD. Diss., University of
Sussex, 1981.

Marx, Karl. La Guerre civile en France 1871. Paris: Editions sociales, 1963.
Mauclair, Camille, Trois siecles de sculpture frangaise, Paris, laboratoires lebeault, sd.

Mauge, Annelise. L identité masculine en crise: au tournant du siecle 1871-1914.
Editions de poche. Paris: Editions Payot & Rivages, 2001.

Mayo-Roos, Jane. “Rodin's Monument to Victor Hugo: Art and Politics in the Third
Republic.” Art Bulletin 68: 4 (Dec. 1986): 632-656.

347



McCosh,F.W.J.Boussingault, Chemist and AgriculturiBtordrecht, Boston, Lancaster:
D. Reidel Publishing Company, 1984.

McKay, lain, edProperty Is Theft!A PierreJoseph Proudhon Read@&akland and
Edinburgh: AK Press, 2011

McPheePeter A Social History of France, 1780880 London: Routledge, 1992.
McWilliam, Neil. OConflicting Manifestations: Parisian Commemoration of Joan of Arc

and Etienne Diet in the Early Third Republi©French Historical Studieg7:2
(Spring 2004): 38418.

NNRN . Dreams of Happiness: Social Art and the French Left, 78880 Princeton:
Princeton University Press, 1993.
NNN . Monumental Intolerance: Jean Baffier, a Nationafgulptor in Finde-Siecle

France University Park: Pennsylvania State University Press, 2000.
Mehlman Jeffrey.Revolution and Repetition: Marx/Hugo/Balz8erkeley, Los
Angeles, and London: University of California Press, 1977

Mellon, StanleyThePolitical Uses of History: A Study of Historians in the French
Restoration Stanford Stanford University Press, 1958.

MZneux, Catherine, diRegards de critiques dOart: Autour de Roger Marx (1843)
Rennes: Presses Warsitaires de Rennes/INHA 280

Merriman, John M. edConsciousness and Class Experience in Ninete@atiury
Europe New York and London: Holmes and Meier Publishers, 1979.

Merson,Olivier. OSalon de 1885Le MonddllustrZ11 July 1885

Mestrovic, Stjepan GThe Coming Fin d8iscle: An application of DurkheimOs sociology
to modernity and postmodernisiondon and New York: Routledge, 1991.

Meurville, Louisde Q.Oluvre de JuledDalou au point de vue dZcorafiRevue des Arts
DZcoratifs20 (Dec. 1899) 21-28.

Michel, AndrZ.OLe Salon de 1885. La Sculpt@@azette des Beawuts, || 1885

Michel, Pierre dir. Actes de Colloque Octave Mirbeddrne Les Editions du Demi
Cercle, 1994.

Michelet, JulesHistoire de la RZvolution franeais&ditionestablished and annotated by
GZrard Walter. Paris: Gallimard, 1952.

34¢



. LOInsectéaris: Libraire de L. Hachette ef 1858

2
2
2

)
2
el

. Le PeuplelIntroduction and notdsy Paul Viallaneix. Paris: Flammarion, 1974.

Mirbeau, OctaveCombats esthZtiqueBdition establishedpresente@nd annotatety
Pierre Michel et JeaRran-ois Nivet. Paris SZguier, 1993.

NNN . Correspondance avec Auguste Rodidition Ztablie, prZsentZ annotZe par
Pierre Michel et JeaRraneois Nivet. Paris Editions du LZrot, 1988.

NNN . OLe Salon (VIPLa France 7 June 1886

Mont, Elie de Qe Salon de 1883 Revue de la RZvolutioMolumel. Paris: Bureau de
la revue de la RZvolution883

OLe Monument de BlangOLa Petite RZpubliqud 1 August 1885
Q.e Monument de Victor NoiOLOEgalitZ16 February1889.

OLe Monument de Victor NobLe Rappel 7 Januaryl1889.

OLe Monument de Victor NobLe Rappel13 December 889
Nochlin, Linda. RealismLondon: Penguin, 1990

Noell, Henry.Au temps de la RZpublique bourgeoRaris: Nouvelle ditions latine,
1957.

Noir, Victor. Articles deLa MarseillaisesignZs Victor NOIRParis Walder, 1870.

Nomad,Max. Apostles of Revolutiohondon: Martin Seckler and Warburg LTD, 1939
Nora, Pierre, dirLes Lieux de MZmoireRaris: Gallimard]19841992.

Le Norma@eRomain,Antoingtte.OEn hommage aux opposants politiquesE. Monument
funZraire ou public?Revue de IOAR4 (1991): 74-80.

NNN . Qa guerre vue ~ travers la sculpture funZraire.Calguerre de 1870/71 et ses
conquuenceﬁ\ctesdu XXe collogue himrique franceallemand organisZParis
par IOInstitut Historique Allemand en coopZration avec le Centre de Recherches
Adolphe Thiers, du 10 au 12 octobr@8% et du 14 au 15 octa1985 Published
by Philippe Levillain et Rainer Riemnachneider. Bonn: Bouvier Verlag, 1990.

2
2
el

. MZmoire en Marbre. La sculpture funZraire en France 1884 Paris:
Agenceculturellede Paris, 1995.

34¢



NNN . Qe Triomphe de Silsa de Jules DaloQ@La revue du Louvre et des Musées de
France. 3 (Juin 1980): 66-173.

Noulens, JosepWirtistes frangais et étrangers au Salon, 1885-1886. Paris Denty 1885
1.

Nye, Robert.Crime, Madness, and Politics in Modern France. Princeton: Finceton
University Press, 1984

NNN . Masculinity and Male Codes of Honor in Modern France. New York and
Oxford: Oxford University Press, 1993.
NNN . The Origins of Crowd Psychology: Gustave Le Bon and the Crisis of Mass

Democracy in the Third Republic. London, Beverly Hills: Sage Publications,
1975.

OOBrien, P. OCrime and Punishiias Historical ProblemJournal of Social History
11:4 (Summer, 1978): 5630.

Orr, Linda.Headless History: Nineteenth-Century French Historiography of the
Revolution. lthaca and London: Cornell University Press, 1990.

NNN . Jules Michelet: Nature, History and Language. lthaca and London: Cornell
University Press, 1976.

Paz, MauriceUn révolutionnaire professionnel: Auguste Blanqui. Paris: Fayard, 1984.

PeignZ, GuillaumeDLa contr@Zforme rZpublicain®48/14 La revue du Musée d Orsay.
22 (Soring 2006): 2€26.

PZladanJosZphinOLa sculpture civiquel®rtiste. July, 1883

Perrot, PhilippeLes Dessus et les Dessous de la bourgeoisie: Une histoire du vétement
au X1 Xe siecle. Paris: Fayard, 1981.

Pierre,Cater[na.OThe pleasure and piefytauch in AimZJules DalouOs Tomb of Victor
Noir.OSculpture Journal 19:2 (2010): 17385.

Pingeot, Anne, et aLa Sculpture Francaise au XIX® siécle. Paris. RZunion des musZes
nationaux, 1986.

Pinkney, DavidONapoIeon 1110s Transformation of Paris: The Origins and Dewiopm
of the Ide&DThe Journal of Modern History. 27: 2 (Jundl955) 125134.

35C



Pinson, Pierre. Atlas de Parishvaussmannieria ville enhZritagedu Second Empire
nos jours Paris: Parigramme, 2002.

“La Place de la République.” Inventaire GZnZral des Tuvres dOArt appartenant ~ la Ville
de Paris 1879.

Plotek, Ariel. “Allegory in the Age of Realism: Monumental Sculpture in France 1848-
1880.” PhD Diss., Institute of Fine Arts, New York University, 2008.

Porterfield, Todd. The Allure of Empire: Art in the Service of French Imperialism 1798
1836 Princeton: Princeton University Press, 1998.

Potts, Alex. The Sculpturalmagination: Figurative, Modernist, MinimalidNew Haven
and London: Yale University Press, 2000.

Prévost, Marie-Laure, dir. Victor Hugo, IOhomme ocZ®&aris : Bibliothéque nationale de
France/Seuil, 2002.

Prévost, Maxime. Rictus romantiques: Politiques du rire chez Victor Hugontréal:
Les Presses de I’Université de Montréal, 2002.

Le ProlZtaire 1 January 1879.
Le ProlZtaire 29 March 1879.

Proudhon, Pierre-Joseph. De la Justicedans la RZvolution et dans I0Zgltaeis: Garnier
Fréres, 1858.

—— “Du Principe de I’art est de sa destination sociale.” In Controverse sur Courbet
et IOutilitZ sociale de |Q&dited by Christophe Salaiin. Paris: Editions Mille et

une nuits, 2011.

— Qu'estce que la propriZtZ ? ou recherches sur le principe du droit et du
gouvernemenParis : Garnier fréres, 1849.

Ranciére, Jacques. Le Philosophe et ses pauvr@sris: Fayard, 1983.

Le Rappel24 May 1885.

Le Rappel25 May 1885.

Rapport au ConseMunicipal de Paris 22 Juin 1880. Présenté par M. Ulysse Parent au
nom de la 5e Commission sur I’acquissions d’un groupe allégorique de Jules

Dalou, dont I’esquissée a figuré a I’Exposition du concours pour 1’érection d’une
statue monumentale de la République.

351



ReadBenedict.Victorian SculptureNew Haven: Yale University Press, 1982

RebZriouxMadeleine OPolitiqueet sociZtZ dans IOhistoirdalkigue des droits de
IOhomme@Le Mouvement social83 (AprikJune 1998): 26.

NNRN . La RZpublique radicale ? 189814 Paris: Editions du Seuil, 1975.

RenanErnestLOAvenir de la science: pensZes de F@s: Calrann Levy, 1890.

NNKN . Dialogues et fragments philosophiquesris: Calmann LZvy, 1876.
NNR . Souvenirs dOenfance et de jeun@skEdition. Paris: Calmann Levy, 1893.
NNN . OQuOese quOune nation?0 ConfZrence faite " la Sorbonne, le 11 mars 1882,

QuQeste quOune natiofPesented by Shlomo Sand. Paris: Flammarion, 2011.

Revenin, RZgis, coortlommes etasculinitZsle 1789 ~ nos joursParis: Editions
Autrement, 2007.

La RZpublique franeaisd 2 juillet 1880.
Richer, PaulAnatomie ArtistiqueParis, 1890.
Athlstes Paris: SociZtZ dOZditions artistique, 1890.
. OLOAnatomie dans I0art, Proportions du corps humain, canons artistiques, e
canons scientifiques.O TirZ ~ part dR&vue Scientifiqud’aris: Administration

desdeux revues, 1893.

Canon des proportions du corps huméharis: Delgrave, 1893

Dialogues sur IQart et la scienéeixerre: Lanier, 1897.

MZmoire Archives de IOEcole des Bedrts, nd.

. Physiologatistique de IOhomme en mouvenfeatis, 1895.

Riemann, HugoORomantiscBIn MusikLexikon Leipzig: Verlag des Bibliographischen
Instituts, 1882.

Robb, GrahamVictor Huga London: Picador, 1997.
Robert, CharlesBiographie dOun Homme Utile, Leclaire Peintre en B%otiments,

ConfZrence faite au Palais dwocadZrg le I septembre 1878 aris. Librairie
Fischbacher, 1905

352



Robert, Jean-Louis and Danielle Tartakowsky, dirs. Paris le peupleXVllle-XXe siscle
Paris: Publications de la Sorbonne, 1999.

Rochefort, Henri. “Le Salon de 1886.” Revue lllustrZlst year, Volume 1 (December
1885- June 1886): 386-8.

“Le Sculpteur Dalou.” LOIntransigean# May 1883.

Rochefort, Henri and Ernest W. Smith. The Adventures dfly Life. London: E. Arnold,
1896.

Rodin, Auguste. LOArtCompiled by Paul Gsell. Paris: Bernard Grasset, 1911.

Roslak, Robyn. NeaImpressionism and Anarchism in Fale-Siecle France: Painting,
Politics and Landscapé.ondon: Ashgate, 2007.

Rouge-Ducos, Isabelle. LOArc de Triomphe de IOEtoile: PanthZon de la France guerrisre,
art et histoire Dijon: Faton, 2008.

Rougerie, Jacques. Proces des communardBaris: Collections Archives, 1971.
Rousseau, J.J. Emile, or on Educatio. NuVision Publications, LLC, 2007.

Rubin, James. Impressionism and the Modern Landscapeductivity, Technology, and
Urbanization from Manet to Van GogBerkeley, Los Angeles, and London:
University of California Press, 2008.

“Salon de 1883,” Moniteur Universel22 June, 1883.

Sanchez, Gonzalo. Organizing Independence: The Artists Federation of the Paris
Commune and Its Legacy, 18T&89 Lincoln and London: University of
Nebraska Press, 1997.

Sanchez, Pierre. Les Catalogues des Salo®®l. I-XXI. Paris, Dijon: L’Echelle de
Jacob, 1999-2011.

Sanson, Rosemonde. Les 14 juillet, fete et conscieno@ationale 17891975 Paris:
Flammarion, 1976.

Savage, Kirk. Monument WarswWashington, D.C., the National Mall, and the
Transformation of the Memorial Landscap@s Angeles, Berkeley, London:
University of California Press, 2009.

. Standing Soldiers, Kneeling Slav&ace, War, and Monument in Nineteenth
Century AmericaPrinceton: Princeton University Press, 1999.

353



La Sculpture Franeaise au XP&iecle. Paris: Réunion des musées nationaux, 1986.

Du Seigneur, Maurice. “Salon de 1886 : L’ Art décoratif et monumental — peinture et
sculpture.” La Construction Moderne PariSirst year. 1885-86.

Sewell, Jr., William H. “Corporations Républicaines: The Revolutionary Idiom of
Parisian Workers in 1848.” Comparative Studies in Society and Hist@rly:2
(Apr., 1979): 195-203.

Shafer, David, The Paris Commune: French Politics, Culture, and Society at the
Crossroads of the Revolutionary Tradition and Revolutionary SotiahNsw
York and Basingstoke: Palgrave Macmillan, 2005.

Shapiro, Ann Louis. Housing the Poor of Paris, 185002 Madison: University of
Wisconsin Press, 1985.

Silverman, Deborah L. Art Nouveau in Firde-Siecle France Politics, Psychology, and
Style Berkeley, Los Angeles, London: University of California Press, 1989.

Simier, Amélie. “Le fonds Dalou du Petit Palais s’enrichit d’une ceuvre de jeunesse du
sculpteur, éve.” La revue des musZ de France. Revue du LouF€2005): 62-
69.

. Jules DalouLOluvre sculptZParis: Paris Musées, 2012.

Simier, Amélie, Daniel Imbert, and Guénola Groud. Dalou ~ Paris. Paris: Paris Musées,
2010.

Simmons, Dana, “Waste Not, Want Not: Excrement and Economy in Nineteenth-Century
France.” Representation®6:1 (2006): 73-98.

Simpson, Martin. “Taming the Revolution? Legitimists and the Centenary of 1789.”
English Historical Revieyi20:486 (April 2005): 340-364.

Skirda, Alexandre. Facing the Enemy: A History of Anarchist Organization from
Proudhon to May 968 Translated by Paul Sharkey. Oakland: AK Press, 2004.

Smith, Terry, ed. In Visible Touch: Modernism and MasculiniGhicago: University of
Chicago Press, 1997.

Starr, Peter. Commemorating Trauma: The Paris Commune and its Cultural Aftermath
New York: Fordham University Press, 2006.

Sternhell, Zeev. La droiterZvolutionnaire 18851914; Lesoriginesfraneaises du
fascismeParis: Gallimard, 1997.

354



Stone Judith.Search for Social Peace: Reform Legislation in France, 188101
Albany: StatdJniversity of New York Press, 1985.

NNN . Sons of the Revolution: Radical Democrats in France, 48821 London and
Baton Rouge: Louisiana State University Press, 1996

Stovall, Tyler.The Rise of the Paris Red Bderkeley, Los Angeles, Oxford: Uni\ssty
of California Press, 1990.

Stuart,Robert.Marxism at Work: Ideology, Class and French Socialism During the
Third RepublicCambridge: Cambridge University Press, 1992

Surkis, JudithSexing the Citizen: Morality and Masculinity in Fran@870192Q Ithaca
and London: Cornell University Press, 2006.

Taithe, BertrandDefeated flesh: Welfare, warfare and the making of modern France
Manchester: Manchester University Press, 1999.

Tartakowsky, DanielleManifester ~ Paris : 1882010 Seyssl: Champ Vallon, 2010.

NNN . Nous irons chanter sur vos tombes: Le Peaehaise, XIXXXE siecle. Paris:
Aubier, 1999.

Taylor, SedleyProfit-Sharing Between Capital and Labour, Six Essagsadon: Kegan
Paul, Trench & Co., 1884.

Terdiman, RichardDiscourse/CounteDiscourse: The Theory and Practice of symbolic
Resistance in Nineteer@entury Francelthaca and London: Cornell University
Press, 1985.

NNRN . Present Past: Modernity and the Memory Crisisaca and London: Cornell
University Press, 1993.

ThorZ ThZophile OSalon de 1842.a revue du progresg4. May, 1842

Tilburg, Patricia A.Colette's Republic: Work, Gender, and Popular Culture in France,
18701914 New York: Berghan Books, 2009

Tild, Jean. Dalou. La Genese dOune Tuvrd.@ Renaissance de IQart franeais et des
industries de luxeg(April 1920): 180184.

Tillier, Bertrand.La Commune de Pari®Zvolution sans imageSgyessel: Champ
Vallon, 2004.

Tombs, Robertrance 18141914 London and New York: Longman, 1996.

35¢



———, ed. Nationhood and Nationalism in France: From Boulangism to the Great War,
18891918 London and New York: HarperCollinsAcademic, 1991.

. The Paris Commune 187Hssex: Pearson Education Limited, 1999.

Thomson, Richard. The Troubled Republic: Visual Culture and Social Debate in France
18891900 New Haven and London: Yale University Press, 2004.

Tout-Paris. “Dalou.” Le Gaulois 23 May 1883.

“Translation des cendres des généraux Lecomte et Clément Thomas.” Le MonddllustrZ
8 January 1876.

Tucker, Paul. “The First Impressionist Exhibition in Context.” In The New Painting,
Impressionism 1874886 San Francisco: Fine Arts Museum of San Francisco,
1986.

LOWivers illustrZ15 January 1881.

Vacquerie, Auguste. “Boulangisme et Bonapartisme.” Le Rappel2 January 1889.

—— “Laféte.” Le Rappel13 juillet 1880

VanderWolk, William. Victor Hugo in Exile: From Historical Representations to
Utopian VistasLewisburg: Bucknell University Press, 2006.

van Ginneken, Jaap. Crowds, psychology, and politics 181899 Cambridge:
Cambridge University Press, 1992.

Van Zanten, David. Building Paris: Architectural Institutions and the Transformation of
the French Capital, 1830870 Cambridge and New York: Cambridge University
Press, 1994.

Varenne, Gaston. Bourdelle paldui memeParis: Fasquelle, 1937.

Victor Hugo vu par RodirParis : Somogy éd. d'art ; Besangon : Musée des beaux-arts et
d'archéologie de Besangon, 2002.

“Victor Noir.” Le Rappel13 December 1889.

Wagner, Anne. JeanBaptiste CarpeauwSculptor of the Second Empitéew Haven and
London: Yale University Press, 1986.

Waldman, Martin R. “The Revolutionary as Criminal in 19" Century France: A Study of
the Communards and ‘Déportés’.” Science & Society7:1 (Spring, 1973): 31-55.

356



Warner, Marina, OMaitre DalouQOnnoisseu(July 1985):70-77.
NNRN . Monuments and Maidens: The Allegory of the Female Fbandon:
Weidenfeld and Nicolson, 1985.

Weber, EugerPeasants into Frenchmen: TModernization of Rural Francestanford:
Stanford University Press, 1976.

Weber, MaxThe Theory of Social and Economic Organizatitranslated by AM.
Henderson and Talcott Parsons. Glencoe, lllinois: The Free Press; FalconOs Wing
Press, 1947.

Weisbeg, Gabriel Beyond Impressionism: The Naturalist Impulse in European Art
18601905 London: Thames and Hudson, 1992.

NNN , ed.The European Realist TraditioBloomington: Indiana University Press,
1982

NNKN . lllusions of Reality: Naturalist Painting Photography, Theatre, andr@ma,
18751918 Amsterdam: Van Gogh Museum, 2011.

Weissbachl.ee ShaiOArtisanal Responses to Artistic Decline: The Cabinetmakers of
Paris in the Era of blustrializationOJournal of Social History16:2 (Winter
1982: 67-81.

White, HaydenThe Content of the Form: Narrative Discourse and Historical
RepresentatiorBaltimore and London: The Johns Hopkins University Press,
1987.

Wilson, Colette EParis and the Commune 1878: The politics of forgetting
Manchester and NeWork: Manchester University Press, 2007.

Williams, RoberI L Henri Rochefort Prince of the Gutter Pres®New York: Charles
ScribnerOs Sons, 1966.

Winter, Jay Sites of Memory, Site of Mourninghe Great War in European Cultural
History. CambridgeCambridge University Press, 1998.

Wishnia, JudithThe Proletarianizing of thEonctionnaires Civil Service Workers and
the Labor Movement Under the Third RepukBaton Rouge and London:
Louisiana State University Press, 1990.

Wrigley, Richard.ThePolitics of Appearances: Representations of Dress in
Revolutionary FranceOxford, New York: Berg2002.

Wolff, Alfred. GCourrier de Pari€lLe Figara 20Septembef8809.



. OSalon de 1883%®igara 4 May 1883.

Woodcock,GeorgePierre-Joseph Proudhon: a biographiontreal:Black Rose, 1987
Yriarte, Charles. OLOArt ~ IOexpositirOlllustration2412 (889.

Yvorel, JeaHJacguesODe Delacroix ~ Pdiot, IOimage du gamin de P@Revue
dOHistoire de |IOenfance irrZguli4¢€2002: 39-72.

35¢



